r 


ATsri3 


I  r 


oi"  Piano -Forte 


Mflp-Im/nljivDfdieatrd  to  tLc  Hig/^t  ffo/ffn/mlie 


Oj3era  Qiiinta 


Trice  /  / 


/ 


Chapter  I. 


on 


ti^e  Tnterrms 


Pupil  « 

Mafter. . 

Pupil  « 
Mafter  . 

P.  _  - 
M.  -  - 
P.   «  « 
M.  .  . 


P.  «  - 


-  What  is  Thorough  Bafs  ? 

.  Thorough  Bafs  is  the  Art  of  accompanying  the  Voice  or  Inftruments  by 
means  of  proper  Chords. 

-  What  is  a  Chord? 

«   A  Chord  is  the  combijiation  of  three  or  more  different  Notes  being  ftruck 
all  together  on  the  key^s  of  the  Harpfichord  with  the  right  hand. 
How  are  Chords  exprefsed' 

-  Generally!  bj  figures  placed  over,  or  under  the  Bafs  Notes  . 
~    What  do  you  mean  by  .an  Interval? 

-  The  diftance  from  one  Note  to  another:  thus  from  C  to  D  is  the  Interval  6  fa 
\  fecond.   From  C  to  E   a  third.    From  C  to  F  a  fourth.     From  C  to  G  a  fifth, 

!     \From  C  to  A  a  fixth.    From  C  to  B  a  feventh;  and  from  C  to  C  an  eighth  orOctave. 

-  (jive  me  an  Example  in  Notes  of  the  different  Intervals 


Example 

>of  the  different 
Intervals 


i 


^th     /.th    /-th    -,th  ot' 


Unifoi.  2^  5^  4'-  5'-''       7'i  5S 


r  r  r 


•   What  is  the  meaning  of  the  figure  J  put  over  the  Interval  of  the  eight;  and  tie 
figure  2  put  over  that  of  t^e  ninth? 

—   To  lliew  you,  that  if  you  want' to  play  any  Interval  higher  tljan  the  Octave,  in- 
ftead  of  calling  that  Note  8  you  call  it  one   in  regard  to  any  Notes  you  maj  want 
above  the  Octave;  Thus  the  ninth  D.     P  .   will  be  a  fecondjandE  l-H-i  a  third. 


'^f^'Notwithftanding  this  definition  of  THOROUGH  BASS  is  fufficient  for  mere  Accompaniment, 
yet  its  ufe  is  far  more  extenlive;  as  it  comprehends  all  the  rules  of  Compof^tion  relative  to  HARMONY. 

As  to  IVLELODY,  or  the  arrangement  of  llngle  founds,  it  is  rather  the  bufinefs  of  the  Imagination tlian 
of  Judgement.      The  rules'of  HARMONY  and  MOD.UL  ATION  contained  in  this  Book  are  indifpenla- 
hie  to  form  a  COMPOSER;  and  they  may  as  properly  be  called  the  ELEMENTS, or  GROUND  WORK 
of  COMPOSITION  as  of  THOROUGH  BASS  .       After  the  Stud«3it  well  underftan^s  thefe  ru'^s,a  olofe 
c^^^ii^mation  of  the  works  of  eminent  Compofers  will  fupply  every  deficiency. 


9 


/  - 


Pupil  «         What  method  am  I  to  take  to  find  out  the  diffeient  Intervals, 
on  the  Hai|jfichordI 

Mafter  «  «  Always  to  count  from  the  Bafs  Note   the  long  keys  ui»vards;  that  is,  from 
the  left  hand  to  the  right,  calling  the  Bafs  Note  1 
Is  there  no  exception  to  this  rule? 

Yes.  for  the  Interval  of  the  feventh,  it  is  eafier  to  I'uppofe  it  one  Note, or 
Key,  below  the  eighth  or  Octave,  tfansr^    ^'  for  all  the  oth^r  Inter- 


P.  .  - 

M.  -  . 


p.  -  ^  - 


vals  you  muft  always  cotint  the  long  keys  upwards  either  from  the  Bafs  Note, 
or,  if  that  be  very  dif tan t,  from  the  Octave  to  the  Bafs  Note.,  calling  that  Oc- 
tave  1   in  regard  to  fucji  Notes  as  you  ma^  want  above  it. 
1  think  I  fhall  find  ib me  difficulty  to  remember  the  Intervals  to  anj 
given  Bafs  Note.  ,  ' 

It  may  be  foj  for  which  reafon  I  will  give  y^ou  an  Example  in  Notes  for 
you  to  get  by  heart:  and  you  muft  obferve  at  the  fame  time  what  lines 
and  fpaces  the  different  Intervals  contain. 


Example  of  Intervals 


Seven  ths 


P.  « 
M.  « 
P.  - 


_    What  is  the  Interval  from  C  to  D  . 

■    .  -  ■       _    .  --7., 

_    A  Second. 

_  What  from  C  to  E  ? 

«  A  Third,   and  fo  on  of  th«  reft. 

-  Very  well,  but  you  muft  make  yoiirfelf  perfectly  mafter  of  the 
Intervals  before  you  proceed  any  further* 


different 


Chap.  II. 


ChapterU 


Pupil       «  I  think  I  am  now  able  to  find  out  the  Interval>  or  diftance  from  one  Note  to  another; 

therefore >  wtat  am  I  to  underftand  by  a  common  Chord,  y 
Matter  —  _  A  common  Chord- reprefents  a  perfect  Harmony. 
P.       .    «   What  Intervals  ma:ke  a  colnmon  Chord. 

M:„  .  _  _  An  8.3.6  3.5.8  or  5.8.3  from  anj  Bafs  Note,  or  from  its  Octave  above?  ahvajs 
counting  (from  one  of  thefe  two  Note-s)  the  long  keys  upwardsj  coiifequently>  there  are 
three  different  ways  of  playing  a  common  Chord. 

P.  «   «     -  Give  me  an  Example  in  Note^,  of  the  three  different  ways  of  playing  a  common 
Xhord.  \ 


Example  of  cbmmon  Chords 


8  * 


N.  B.  As  to  the  preference  in  taking  a  common  Chord,  the  firft  way-  in  the  aboye  Example  is 
tlie  worft.  The  fecond  is  the  moft  natural;  and  the  third    way^  the   moft  harmonious. 

■P-  -   -   -  .  Why  are  the  Stars*  placed  oyer  thofe  Treble  Chords'  , 

^  -   -    To  fhewyoujthat  the  reafon   for  the  Skip  in  thofe  places   is,  that  the,  Chords  nia^ 
not  be  taken  too  high  on  the  Inftrument. 
P.-    -     -  How  liigh^  or  liow  low,  may^  I  play  the  Choi-ds  \vith  the  right   hand    .  i 

-   -    «  Seldom  prNeyer  play  a  note  higher  than  this  [or  lower  than  this  G 


M. 


M.  -  ^ 


P»  -   —  ,  «  I  am  afraid  I  fhall  not  remember  what  Notes   make  a  common  Chord  to  aiiy  given 
Bafs  Note  J 

That  you  may  do  it;  obferve,  that  as  there  are  but  feven  different  lettfss  tnade  trfe 
of  to  exprefs  the  feven  different  Notes  in  Mufic;  fo    there  ar|  but  feven  different 

cbmmon  Chords.         I  will  give  you  an  Example  of  the  different  Notes  that  make  a 

common   Chord  to  each  of  the  feven  Bafs  Notes,  to  be  got  by  heai-t. 


M. 

P. 

M. 

P. 

M. 


P. 

M. 


P. 
M. 


BdCs  noteb 

ItS.O 

its. 5^  , 

it:^  .5 

c 

_    D  _ 

_    r  _ 

,  —  A 

Example 

E  . 
F 

^    E  - 

-  r  . 

«   G  . 
-  A  - 

.  «  B 

G 

.   G  - 

«    B  . 

D 

-    A  . 

-  C  . 

E 

:b  ^ 

^    B  . 

-  D  . 

F 

th 


p.  —  « 


what  Notes  make  the  common  Chord  of  C? 
C  its  8*?  E  its  3?  and  G  its  6*.^ 
"What  Notes  make  the  common  Chord  of  D  ? 
D  its  8^^  F  its  3?  and  A  its  5^  and  fo  on  for  the  reft. 

You  mtift  vememher' that  there  are  thvse  ways  ofplaiying  every  conunon  Chord,  fo  that 
C  E  G,  or  E  G  C^  or  G  C  E,  equally  mal>e  the  common  Chord  to  C:  for  ^^hat  ever  wa^ 
a  common  Chord  is  plajed,  ftill  it  will  be  compofed  of  Notes  of  the  fame  Nann-s. 
This  I  underftand  very  well;  bn^  what  is  called  the  Kej  in  Mnfic? 

The  laft  Note  in  the  Bafs  of  any  regular  piece  of  Mufic  is  always  called  the  Key  Note; 
and  the  other  Notes  are  counted  upwards  from  it;  as,  f(/ppbfe  C  to  be  the  Key  Note.  D  is 
the  fecond  of  the  Key.  E  the  third.  F  the  fourth.  G  the  fifth  ' 
What  Notes  in  a  Key  naturally  have  common  Chords? 

The  Key  Note;  and  the  fourth,  and  fifth  of  the  Key;  thefe  Notes  being  the  neareft  re- 
flated to  the  Key  Note; 

Give  me  an  Example  in  Notes,  of  the  three  different  ways  of  playing  common  Chords 
to  the  Key  Note,  and  to  the  fourth,  and  fifth  of  the  Key. 


The  5*^  above 


The   8^^  above 


Example 

in  the  key  of  C. 


The  3.  above 


^    8^5"*"  8-^  3V   8-^     ^-  -  5* 




•  

1 



i 



•  

i 

Ke^  not 

e  4 

— i 

5 

Key  K 

K.  b 

ttr' 

,  i>_i  II  m  

Kej       K.  4' 

  ■ 

i'  K.  6 

• 

K 

P.  - 


M.  . 


-  -  I  obferve  that  the  chord  to  the  4*^  of  the  Key  *  is  not  played  with  its  8*^  at  the  bottom, 

as  the  chord  of  the  Key  is.  What  is  the  reafou  of  this? 

-  -  It  matters  not  which  Note  of  a  chord  is  played  at  the  bottom  or  at  the  lou  'if  the 

right  hand;  but  you  muft  avoid  Ikipping  with  the  chords  as  much  as  pofsible;  and 
in-order  not  to  do  it,  the  rule  is;  that  if  one, or  tvvO  Notes»  in  the  lalt  chord  you  play, 
will  vemaiu  in  their  places  in  the  next  chord,  y^ou  muft  not  remove  them. 


p.  * 

M.  - 


P.  - 
P.  - 

P. 


.  «  What  is  meant  in  Miific  hy  a  Cadence,  or  Clofe  i 

»  -  A  Cadence,  or  Clofe,  is  always  made  upon  the  Key  Note;  which  Key  Note,  is  preceedt^d,/ 
by  the  fifth  of  the  Key:  Thus,  the  above    Example  is  a  perfect  Cadence  in  the  Key  of 
C,  jJreceeded  by  the  Note   G   in  the  Bafsj  which  is  the  fifth  of  the  Key:  therefore^  in 
all  perfect  Cadencesj  or  Clofes^  the  fifth  of  the  Ke^  muft  come  immediately  before 
the  Key  Note. 
•    What  do  you  mean  by  a  perfect  Cadence? 

-    A  Cadence  that  clofes  Upon  the  Key  Note.  , 
«     Is  there  any  other  fort  of  Cadence? 

.  -   Yes:  the  Imperfect  Cadence,  which  clofes  upon  the  fifth   of   the    Key,  aiid'  will'=-be 
explained  hereafter.  , 
-  Are  we  at  liberty  to  take  any  Note  in  the  Bafs  as    a  Key-  Note? 

.  -  Yes:  and  for  that  re af on  I  lhall  give  an  Example  in  the  Key  of  G^it  being  the  neareft 
related  to  C  Key  as  its  fifth;  but  remember,  where  ever  F  comes,  either  in  the  Bafs,  or  in 
the  ,  Chords,  it,  muft  be  placed  fharp,  for  reafons  which  I  lhall  foon  give  you. 


-       „   6^^  upperraoft 


Example  of  the 

three  different  wdys 
playing  common  Chords' 
in  the  Key  of  Gr 


8  uppermoft 

1i  !  r-r-T 


33: 


3  uppermoft 


P 


Key.    4'}'  K.  6*^ 


K 


P-  -  «   -   You  told  me  F  was  nearly  related  to  the  Key  of  C  as  its  fourth.  Give  me  an  Example  of 
the  three^different  ways  of  playing  common  Chords  in  the  Key  of  F.  ^ 

M.  «  «  ^  I  will;  but  you  muft  remember  where-ever  B  comes  eithe'r  in  the  Bafs*  or  Chords,  it 
muft  be  played  ,  flat. 


5*^  at  the  Top 


Examplce  of 

common  Chords  in  th 
TCey  of  F 


8  *.^  d9 


3^.  d9 


8*  » 


a^j-^ttrfrfi  t  it , Loll 


Kev.  4*.^  K.  6" 


th 


Kev, 


1 


XT 


15 


i 


^  -  -   -   I.am  at  a  lofs  in  the  fingering.  .  What  rale  have  you  for  taking  proper  fingers  in 

a  Chord?  ^. 

-th 


M.  «  «  -  A  General  rule  is,  when  the  6  ,  is  at  the  bottom  of  a  Chord,  always  ufe  the  Thumb  to 
it;  when  the  5^  is  loweft,  always  ufe  the  firft  finger  to  it;  and  the  fame  finger,  gene- 
rally, when  the  8*^  is  loweft.  but  practife  the  following  examples  welli  and  you  will  ne- 
vei  be  at  a  lofs  what  fingers  to  take. 


Example  for,  uflnjf  the  proper  fin- 
gers in  differentCliortls^intheElej  of  C  . 

Itf.B,  the  figures  denote  the  fiugei  i,  and  the 
Thumb  is  never  ufed  but  once  in  the  whole 
"  ,  ,  Example, 


The  fame  in  the  Key  of  .G  . 

N.B.  Tte  Thumb  onlj  once  ufed>  when 
the  5*.^ is  the  loweft  Note  of  the  Chord. 


the  £ame  fingers  all  the  way 


the  Tame  fingers  all  the;  waj^ 


-•  


r  r  r*t 


33: 


33: 


i 


1 


i 


Xhe  fame  in  the  Key  of 
N..B.  The  Thumb  is  only  once   ifed  •  . 


— • — 

— •— 

-^-^ — 
— •— 

— ■ 

— • — 

— • — 

— ■ — 

• 

• 

-4- 

— • — 

• 

-1- 

— • — — 

— — #_  _ 


i 


? 


p.  •   -   «   why  is  there  a  Star  ^marked  between  two  Notes  in  each  of  the  above  Examples 
M.  «  «    .  Becaufe,  whenever  the  Bafs  Note  aiictwAs  ona  Notp  or  degree;  the  upper,  or  little-fingei:' 
note  of  the  chord,  muft  defcend  one  or  fometimes  two  Jfotes, by  a  contrary  motion  of  the  hands 

^    Thus  you  fee  the  upper  Note  of  the  chord  of  Fj  defcends  one 
degree  while  the  Bafs  Note ^  afeends  one  degree. 


Example 


P.  -  -    «   Am.  I  to  obferve  the  fame  contrary  Motion  of  the  hands  when  the  Bafs  defcends  one  Note, 

\S  ^    *  ^  ^  and 


M.  «  .        Exactly  the  fame  Exam; 


P 


re  the  Bafs  defcend v  t??^^ Note 
id  die  higheft  Note  of  the  Chord 
afsfends        Note  by  contrary  motion. 


P»  -   —    -   Am  I  to  obferve  the  fame  rule  when  the  Bafs  afsejids  or  defcends  feveral  Notes  regularly 

-  by  fingle  degrees*  ! 
^»  —  —   —    It  is  the  fame  thing;  the  contrary  motion  of  the  hands  muft  be  obferved  in  every  Note: 

for  two  common  chords  of  the  fame  kind  iannot  follow  each  other  by  fimilar  motion 

when  the  Bafs  Note  afs ends  or  defcends  a  fingle  Degree  7^ 


Example  \    \  ; 

re  the  Bafs  Notes  afceiid 


Whe 

by  fingle  degrees 


Example 

_  where  the  Bafs  Notes  defce 

jp;   J    J  — plj-      by  fingle  degrees 


r  p  0  ^  - 1 

1.1  1 

T  When  the. third  of  the  chord  is  at  the  Top  of  the  right  hand,  two  common  chords  of  the  fame  kind 
may  folloAv  each  other  by  fimilar  motion  but  it  is  efteemed  a  Licence.  V 


/ 


p. 

M. 
P. 


.  ■  \  -  '  / 

M.  •   As. I  iuppofe  jou  now  know  how  to  play  an/  common  Chord  the  tiiiee  different  \vaj,»; 

I  wotild  have  joti  practife  the  following  Examples,  by  having  only  ONE  of  the  three  Notes 
marXed  that  compofe  the  common  chord,  fo,  that  if  I  mark  an  y'i'you  have  a  3^  and  6?*  to 
find  oiit»  if  I  mark  the  5^  you  have  a  5 .  and  8^  to  find  out;  and  if  I  mark  the  6'.  ^ouhave 
the  8*^and  3^  to  find  out  and  play  them  iinderiieath  the  Note  I,  have  marked. 
«   «    I  fhall  not  be  able  to  do  this. 

_   -  You  muft  try.  You  will  improve  much  fafter  this  way  than  by  having  ^e'<?>^No^  of  the  ' 

chord  marked  for  j'ou,' which  leaves  you  nothing  to  find  put. 
^    »    Pleafe  to  give  me  the  Examples  in  the  three  Kej^s  I  have  already  practifed. 
«   «  I  will;  and  remember,  the  Note  I  fh^ll  mark,  muft  alvvavs  be  the  upper  or  little  finger 
Note  of  the  Chord,  foyou  have  two  others  to  put  down  underneath  it.  - 


Example    of  cominonCliorcIs 
in  the  Kev  o£ 

c  ' 


8*    6*  ^'^  =5^ 


30: 


i 


1  1  1 

'  1 

— ^ — i 

Tiie  Tame, in  the  Key^  of 

G 


0«  8*  — ^ 


JiO. 


1^ 


i 


The  fame, in  tha  Kej  of 

F 


— ^ 


5  *     .=}  ■     8  O 


i 


i 


M.  «    «    «  As  ihis  Example  has  been  given  before  y»it\/?t//   Chords  in  regard  to  fingering;  ifyou 
dOubt  of  being  right  in  the  choice  of  two  Notes  which  you  are  to  add  underneath  that  al- 
,  ready  marked;  you  may  have  recourfe  to  the  Example  in  its  -full  ftate,  which  will  clear 
your  doubts  . 

—  I  think  I  am  now  Mafter  of  the  common  Chord.  What  mufti  learn  next? 
•  Before  we  proceed  any  farther,  I  will  fet  you  a  few  ealy  Tunes,  where  nothing  but 
common  Chords  are  ufed  iu  the  Accompaniment;  which  will  render  the  practice  of 
THOROUGHBASS  more  pleafaiit  to  you  .  _ 

I  thank  you  Sir:   and  in  regard  to  TIME,  or  the  length  afnd  proportions .  of  Notes, witli 
the  different  characters  ufed  in  Mufic,I  already  know  them. 

I  hope  foj  for  this  Book  is  not  intended  to  be  p»it  in  any  perfon's  hands  but  thofe^vho 
know  the  firft  rudiments  of  Mulic;  and  can  atleaftplay  a  few  eafy Tunes  on  the  Harpfichord . 
.  I  can  do  this . 

.  Very  well*  then  I  will  begin  with  fetting  you  a  few  CHANTS,  and  Pfalm  Tunes;  and 
remember  that  each  Treble  Note  is  to  be  the  higheft,or  little  finger  Note  of  the  Chord> 
as  it  reprefents  the  Air,  or  Melody,  which  is  fung.  Confequently  y^ou  have  two  Notes, 
as  before,  to  F.dd  underneath  it  with  the  right  Hand. 

Before  I  attempt  this;  give  me  another  Example  or  two  to  practife,  where  all  the 
Aotfcs  ^har  compofe  a  common  Chord  are  marked.  . 


P.  - 
M.  . 


P.  -   «  « 

M.  _   J.  ... 

P.  -  - 
M.  «  , 


P.  ,  ^  .  - 


Examples  of  Common  Chords 


In  C 
maior 


m 


3X 


xs: 


33: 


33: 


i 


In  G 
major 


1 


-e>- 


33: 


33: 


33: 


In  F 
major 


S  t  I  \  t  t  •  ,  .  I  I  :  1  •  .~r~\l 


XT 


-e>- 


T5" 


33: 


i 


Example  of  CHAKTS  and  a  PS  ALM  Tu^fE 

In  which  only  the  upper^or  little  fingei'^otes  o£the  Chords  are  marked 
If  a  3?  is  marked>  you  liave  a  5^  and  8*^^  to  add  underneath  it. 


If  a  5.  is  marked)  you  Have  an  8  -  and  3l  to  add  : 
And  if  an  8^  is  marked, you  have  a  3  -  and         to  add  . 


fch 


CHAI*  T 


i 


i 


i 


33: 


1 


C  H  Ali^  T 


i 


— G 

1  C| 

1 — ^ 

— 

1 — -m 

s 


Chant  to  the  Magnificat. 


'■|  1^^  » 


Key    C  My  Soi,il  (ioth  magni.  fy    the    Lord*,    And  my  Spirit  fifC.  God  my 

1  _  .  ■ 


i 


E5: 


1 


Key  G 


CHA^fc^T.  Gloria  Patri  . 


Glory  be  to  the  Father  and    to   the     Son      And      to      the       Ho«  ly     Ghoft . 


XT 


i 


Q  I  r.) 


i 


-e>- 


i 


Key  G 


PS  AXM  C. 


80  ,vd 


1 


5^ 


i 


with     one    con  «  fent       let        all        the       earth>        To      God  their 


Cj   I  JCj  -e-Q^ 


'me  '■' 

'■i  Q 

— c 

1  1  n  -1 

1  -  II 

— eJ— 

 iLC 

i 


'  And    fing     be  _  fore  him 


i 


-8-0- 


Songs      of  PrailV:, 
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 c 
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CHAPTERjir 

On  the  Fundamental,  or  ground  Bafs:  and  on  the  Chords 
of  the  Sixth,  and  the  >Sixth  and  Fourth. 


p.  _   .  «  what  do  you  mean  by  the  FHiidaiii©(,.ital,  or  Ground  Bafsl 

M.  ,  «  «  All  fuch  Bafs  Notes  as  take  the  comaion  Chord,  or  the  chord  of  the  feventh,  are 

*  called  fundamental  Bafs  Notes. 
P»  Are  there  no  more  than  TWO  fundamental,  or  ground  Chords,  viz:  The  common 

Chord,  and  tht  chord  of  the  feventh?  « 
M.  «  _  _  No  more.  All  other  Chords,  or  all  pofsihle  Harmony  proceed  from  thefe  twoChords, 

by  the  fundamental  Bafs  Notes  being  removed  fuccefsive  Thirds  higher. 
P.  _  _    «  It  feems  to  me  very  furprifing  that  fhere  fhould  be  only  t\vo  fundamental, or  ground 

Chords  inMufic,  and  that  all  other  Chords,  exprefsed  by  figures  in  fuch  various  ways> 

Ihould  ALL  proceed  from  thefe  TWO  , 
1^'  —  -   —  It  may  appear  ftrange;  but  I  will  eudeavour  to  explain  it  in  as  eafy  a  manner 

as  I  can .  *  ^ 

P.  «  —  —  I  fhall  be  obliged  to  you . 

M.  -   -   _  Know  then,  that  all  conionant  Chords  or  Concords,  that  is ,  fuch  as  are  agreeable 
to  the  Ear,  proceed  from  the^common  Chord  to  any  Bafs  Note,  Tjy^  removing  THAT 
Bafs  Note,  one,  or  two  THIRDS   higher.        By  removing  it  one  THIRD  higher,  it 
produces  the  Chord  of  the  SIXTH,  and  by  removing  it  twa  THIRDS  higher,it  pro- 
duces the  Chord  of  the  SIXTH  and  J- O  U  Rl  H 

Oi.     ^*     4>  H  I:   .f:  -  i:  =B=^ 


lilxample    J  ^?    \  '         4  ^     '  I 


33: 


^  ^  6  try 


II    P       •  II  '  ff 

lif,.„,<Ua;.s       -  ■  II       -  -  -  — H- 


fundamental  Bafs 


P.  Why  have  you  placed  a  Dot  under  thofe  Bafs  Notes  that  carry  the  Chords  of  the  Sixth 

ai.d  of  the^ixth-and  fourth?  r    •.  ,  . 

I,  -  ' 

^  -  -  The  Dot  reprefents  the  fundamental  or  ground  Bafs  Note;  which  by  being  removed 
a  THIRD  higher,  produces  the  Chord  of  the        and  being  removed  anather  THIRD* 
or  FIFTH  higher,  produces  the  Chord  of  die   f  .  . 
P.  -  «  - W^hat  Inference  am  I  to  draw  from  this  I 

M.,  -    «  _  That  the  Chord  of  the  SIXTH  is  a  cor  mon  Chord  to  the  THIRD  Lelow  the  Bafs,^ 
and  is  accompanied  with  a  3^  and  8'^       That  the  Chord  bf  the  4  is  accom|.c.  .;ied 
wi'.    lu  8.!  and  is  a  common  Chord  to  two  THIRDS,or  a  FIFTH,  below  the  Bals. 


11 


p.  - 


P.  - 
M..  _ 


«       Pleafe  to  give  me  an  Example  to  practife  tljefe  Chords  . 

.  _  As  the  Chovd  of  the     >  is  generally  ufed  iu  Cadences  oic  Clofes*  X  will  give^ou  an 

example  of  the  common  Cadences  in  the  Kejs  J^ou  have  piactifed;  and  remember, j^oti 

are  alw^aj's  to  pla^  the  common  Chord  wiiere  no  figures  are  marked  over  the Bafs Notes. 

_       But  is  the  common  Chord  never  exprefsed  by  figures.  8 

8    8  5 

-  •  Yes,  The  figures  3-5.8  fingly,  or  together  as  3.3    5  or  5   all  mean  the  common 
Chord . 


at  the  Top 


Jj^xample  of  the  ufual^ 
Oaclence^coiruiionly  called 
the  1^  Cadence:  with  the  ^      ^  ^ 

Chords  taken  their  fhrpftj  r         j  6  4 

di0"erent  ways.  f  .  ' 


8*^  Ditto 


1 


3*  6^*  b"*  I 


3°  Ditto 


iT"!!  ^?    4t     I  IJ  ir 


5 
3 


s 

3 


6 
4 


6 
3 


P 


-TV 


i 


Key  G. 

witli  only  the  upper 
Note  of  the  Chord  , 
figured 


#  5.  3m  8. 


-•  •- 


i 


«•  b»  4* 


CM  J  J 


£   6  i 

^    4  3 


t    1-' J"  -8- 

IH-J  f^!  oil  J  J  f 


g  6  5 


1 


Key  F. 


r    .     H  I      _P      11  -     I  fT 


e  4  ^ 

1» 


I  5 


e  6 


Article  2 


On  the  Fundamental  Chord  oF  the  Seventh 


p. 

M. 


P.  


-  Hovs^  am  I  to  find  out  the  Chxjrd  of  the  SEVENTH^ 

-  The  Chord  of  the  SEVENTH  is  nothing  more  than  the  common  Chord,  with  ONE 

Note  a  third  higher,  added  to  it»  thus, the  common  Chord  is  D.  F.  A.    The  Chord  ^of 

8     3  57  5 
the  Seventh   D.  F.  A.  C.  and  the  Chord  of  the'^  is  produced,  b^  a  Note  a  third  high. 

er  being  added  to  the  Chord  of  the  Seventh  , 

Give  me  an  example  in  Notes  . 


Example  of  the  Chords 
.  of  the  7^  and  the    7  . 


P 

it/  c 


common  Chord 


(i  .  (! 


0 


12 


P.  - 


_  _  _  You  xnixy  obferve  in  the  foieguiug  Example  tjiat  the  Bafs  ftands  ftill,  and  that  the  Choids  of 
tlie  feventh,  and.  the  feventh  and  ninth  are  produced  hy  the  TREBLE  afcending  tw^ir  fiiccel- 
five  thirds  higher. 

.  ^  I  underftand  this  verj  well;  but  how  do  other  Chords  proceed  frOm  the  fundamental 
Chord  of  the  Seventh? 

NOTE  fuccefsive  THIRDS  higher,  all  thefe  different  Chords  will 
5     ^  Take  the  following. Example  in  Notes 


«  By  removing  the^BA^S  1 

,   be  produced  .f  4 


Example 

of  what  Chords  proceed  from  the 
fundamental  Chord  of  the  feventh, to  1  Key 
the  governing  Note  or  fifth  of  aKej./ 


S 


i 


6 

St 


% 

-.2. 


J2_ 


chord  of  the T?' 
to  the  . 

•  fifth  of  the  kej, 

«  ^  «  Why  is  the  FIFTH  of  any  Key  called  the  governing  Note  1 

^  ^  •  Becaufe  it  governs,  or  is  always  followed  by  the  ICej  Chord,  as  maj  be  feen  by^  the  white 

Notes  at  the  end 
_  ^   -  Does  the  KEY  NOTE  always  follow  the  Chord  of  the  fifth? 

^   -  -Not  always;  but  then  fome  other  Note   will  be  placed  in  the  Bafs  which  takes  theKey;Chord:  . 
thus,  if  the  direct  at  the  end^^^E,be  taken  for  the  Bafs  Note,  it  will  Lear  the  Choid  of  the  6^ 
and  if  the  direotS^^  G,be  taken  for  the  Bafs,it  will  bear  the  Chord  of  the  4\  ;but  both  thefe 


6 

3^ 


33 


i 


p. 

M. 

P.. 
M. 


P.- 


M. 


P. 


chords  are  the  KEY  CHORD:  the  figures  are  only  produced  by  changing  the  fituation  of  the 
Bafs  Note  fuccefsive  Thirds  higher. 
«  -  I  am  now  convinced  that  ALL  CHORDS^or  all  pofsible  harmony  proceed  from  the  common 
chord,  or  from  the  fundamental  chord  of  the  feventh;  by  the  fundamental  Bafs  Notes  being 
removed  fuccefsive  thirds  higher. 

 It  is  evenfo.  but  remember  at  the  fame  time,  that  all  confonant  chords,  or  concords, 

proceed  from  the  Common  Chord  by  its  Bafs  Note  being  removed  one  or  two.THIRDS 
higher;  and  all  difsonant  Chords,  or  Difcords,  proceed  from  the  Chord  of  the  feventh, 
by  its  Bafs  Npte  being  removed,  one,  two,  or  three  THIRDS  higher. 

 But  am  I  to  play  the  difsonant  Chords  full  with  four,  or  five  Notes  . of  the  right 

hand,  as  they  are  marked  in  the  Example  of  the  Chord  of  the  J*?* 


"^  An  explanation  of  thefe  Chords  will  be  given  hereafter,  the  Scholar,  at.  prefent,  is  to 

th      ^  til 

confine  his  attention  only  to  the  common  Chord,  the  6  .    4    and  the  7»  . 

There  is  only  one  exception  to  this  rule,  which  is,  in  what  Muficians  call  the  falfe 
Cadence,  and    is  fometimes  ufed  to  avoid  a  final  Clofe;'  that  is,  when  the  governing  Note 
or  fifth,  afcends  a  fingle  degree  higher,  inftead  of  falling  on  the  Key  Note  thus. 


ml 

0  key 

6'^  key 


ii 


3-    In  TVliuor  keys^the  fundamental  Bafs  to  a  fuccefsion 
of  flat  thirds  in.the  Treble  will  carry  the  Chord  of  y 


JExample 


13 


P.- 


^  No.  I  have  oulj  given  them  full,  to  fhew  from  what  Ground  Chords  the^  procted.'^. 
«  How  am  I  to  play  the  Chord   of  the  7*?'?  ;H 
—  The  chord  of  the  feveiith  is  accompanied  in  the  right  hand  with  a  <3^  and  .6*^  and  is 
a  common  Chord  to  the  third  Note  above  the  Bafs. I  will  give  yow  an  Example  in 
Letters  of  the  Chord  of  the  feventh  to  get  bj  heart,  which   will  much  forward ^our 
Impi  overaent. 


-  i  , 

Baifs  notes 

3 

5 

7 

Example 

c . 
r) . 

«    .    E  « 

G  - 

B 

o£  the  Cliorcl  of  the  feventh 

-    -    F  « 

A  - 

C 

to  each  of  the  feven  ^Jotes 

E  . 

«    «   G  - 

B  - 

D 

in  Mufic 

F- 

•    -  A  - 

C  - 

E 

G. 

-    «  B  . 

D  ^ 

F 

A  - 

-    .  C  « 

E  « 

G 

-    «  D  « 

F  - 

A 

M.  -  - 
P.  -  « 

M  

P.  -  - 

M.  


-What  makes  the  chord  of  the  Z*.*"  to  Cl  ^ 

-  E,  its  5^  G  its  5**'  and  B  its  7^*^ 

-  What  to 

_  F_its  S\  A  its  5*^and  C  its  7*^  8?c  of  all  the  reft;  but  give  me  an  Example  in  Notes 
to  pvactife  the  Chofd  of  the  7*.^ 

_  I  Avillj  but  remember,  when  ever  the  7^^  is  at  the  top  of  the  right  hand,  it  muft  defcend 
ONE  Note  into  the  next  Chord  as  it  does  in  the  following  Example. 


Example 

of  the  Chord  of  the  feventh;  to 
be  accompanied  with  its  and 
5.'  in  the  ri^ht  Jiand  .  _  _ 


Key  C 


\         I     7     <     >  '  /     >  7 

\  \  I  \  \  \  .1  II 


Tiie  fame  in  the  Key  of 

G  , 

with  only  the  upper  l^ote 
of  tlie  Chord  given 


t9< 


±1 


7 


7 


7 


X3: 


1 


i 


The  fame  in  the  Key  of 

F 


Where  the  7*  is  accompanied 
witli    3  8^55  alternately. 


-7-*  


K  ''I  ^: 


1/  i  y,l 


7 


7  ^ 


i 


think  it  is  better  not  yet  to  perplex  the  Learner  with  an  explanation  of  the  Difsonani 
chords  and  how  they  are   accompanied,  as -.  my  prelent  piirpofe  is,  only  to  make  him  acquainted 
with  the  common  Chord,  that  of  the  feventh;,  the  6'^  and        J  which  are  the  moft  uled  1  and 
when  executed  with  facility,  the  remaining  Chords  will  be  eafily  underftood. 


I 


J4  -  .  _ 

P.  «  «         J  have  found  i'ome  difficulty  in  plaj'ing  this  Ciioid  with  the  proper  Accom- 
(laniments  . 

M.  „    -    ^    If  yoii  have^  it  is  becaufe  you  have  not  made  ^yourfelf   liif f iciently  Malter  of 
the  common   Chord;  otherwife^  you  would  perceive  that  the  chord  of  the  fe\ enth, 
differs    from  the  common  Chord,  only^by  the  Octav*",  or  Eighth  of  this  laft,  being 
removed    ONE   Note  lower*.  But  I  v\  ould  rather  you  found  it  out  y  by  always  fiip« 
poling   7  ^  common   Chord  to  the       Note  above  the  Bal'.s  Note  you  play. 

-  «  This  is  a  very  dry  Study,  and  before  we  proceed  any  farther,  I  \vi  (h  you  would 
give  me  a  few  LefsoJis  and  Songs  to  practife  in  the  above  three  Keys  ;  and  where 
no  other  Chords  are  ufed  but  the  Common   one,  that  of  the  the    ^  ,  and 

that  of  the  7*.^ 

-    ^   -  You  are  perfectly  right;  and,  I  think,  it  will  be  the  means  of  your  learning 
fafter,by  making  the  ftudy  of  Th-'orough  Bafs   more  pleafant  to  you. 
P.      «    ^    However,  for  the  preffint,  I  muft  beg  you  to  continue  to  mark  the  upper  Note  of 

every  Chord,  left  I  commit  faults. 
M.  .   «    «   Yoti  would  not  commit  any,  if  you  obferyed  thefe  three  following  rules. 


P.  - 


M. 


l'*.''.  To,  take  no  Note  with  your  Treble  band  higher  than  th 


O  V 


low.er  than  thi, 


2^  Not  to  fkip  with  the  light  hand  from  one  Chord  to  another;  but  toicontrive  fo, 
that  if  one,  or  two  Notes  in  the  lalY  Chord  you  pliiyed  will  remain  in  their  places 
in  the  next  Chord,  not  to  remove  them. 

3^    That  when  the  Bafs  Note  afcends  or  defcends  by  a  fingle  degree,  the  right  hand 
muft  move  iu  a  contrary  direction  to  the  left. 

Obferve  in  the  following  Songs,  that  the  Song  part  is  to  be  the  upper,  or  little 
finger  Note  of  the  Chord;  and  that  where  there  are  (Quavers  or  quick  Notes  in  the 
Treble,  it  is  frequently  moft  proper  to  touch  t^em  alone, 

where  no  figures  are  marked  you  are  to  play  common  Chords.  In  other  places, 
fu  ch  Chords  as  the  figures,  or  the  under  fm all  Notes  direct  you  . 


/- 


M.B.The^ongpart^^ 

to  be  the  upper,oir. 


SOII^    I  MT  Henry  PurceU 

^^17^  ~ri  jEtt^i    '  /-<^„..  !.„._'».   _ 


little  finger  Note  i 


Britons  ftrike  tome,     rfeveiige,      re^  venge  joiir    Coiintr^s  wiongs  , 


a.  \    \  ,  |-!4-  r  I  f-— r  r  I  J  ^ 


6  e 


J     J  Jl.l 


Fight,  fight  and     record,         fight*         fight   and      re  -  cord      J^oiirfelves  In 


d     r  I  r 


i 


-F  F- 


r  p 


5- 


€  F- 


r  r* 


6^  7^ 


Dru  «  ids    Songs.  Fight, 


r  r 


fight  and    re  -   cord,  fight, 
-Q  — 


fight  and  re 


P 


-F — F- 


7  S  f 


—  ft 


—  ■  #— — F  (i  a  1 

^  1  ,^  1  1  =j= 

_  COI 

id ,  r 

—  H  

e  ^  cord 

yon  r 

'11  1 

_  lelves  11 
— i-  h  

'  '  u  . : 

1          Dru  _  ids 

1  r  1     J  1 

 a  •__ 

Songs . 

II 

II 

5 

y  • 

I  5 

,  6 

;  6*    6^     « 7 

2 


The  Song  part  to  be  the  |,  J  "~J  |  [ 

upper,  or  little  finger  i^ote JeT  Ahlvous  dir 


ri'  ^  r  r 


J  J  J  Jr 


of  each  Chord  all  the 


[■ai  chere  Ma  ..man,     ce  q^ui    canfe  mon  tour< 


i 


4 


0  m 


5 

3 


i 


i — o 


r.ri  r 


—  ment;         De  puis  que  j'ai  vu     Silvandre»  me     re  — garder  dim  air     tendre;     moii  coewr 

J  ,  f  r  I  f  r  r  r  I J 


i 


m  0 


m  a 


1 


0  0 


6 

3 


4  5 

J  J    J  J 


6 
4 


m 


■0  0 


dit     a  chaque  In ftant,  peut   on     vivre      fans   a«  «  mant. 


i 


4  3 


IS  \  • 

The  forego ig  S  O^G  with  the  Chords  thinned.  Onlj  the  Interval  of  a  Third 
lower  than  the  Treble  Part  bein^  added;  But  which,  a  Performer  cannot  do  with  certainty 
without  knowing  the  foundation  of  the  Chords  as  exprefsed  hy  IlGURES- 


l-J   j     J    J  1  j 

Dus  di^rai  chere  Ma  man»    ce  q^uir- 

caule         mon     tour.  —  mei 

- 

it. 

6  5 

f  I  j  j  J  j  I  n  f  f  I  j  j  ,1 


De    puis  q^iie  Jai    yu      Sil  -  vaudie,    me      re  «  garder       dun  air     tendre,    iiioii  coeur 


f» — 1» 


dit    a  chaque  in  —  ftaut»  pent  on     vivre     fans     a—  —  mant 


i      i       1      t  c 

— T — r~ 

^11 

r  r  r  r  N 

The  fame   S  O  IST  G 

W^ith  the  Chords  played  in  an  Harpeggio  manner 


Accomp  animent 


«^          Ah!  vous 

— • — 

dira 

i  ch 

^; 

'— 

ere  ] 

■ 

Via 

— G- 

man 

=^ 

>      ce  (] 

U  j  c 

a  fife 

mon  tot 

 e 

ir  «  me 

lit. 

J  J 

4 

• 

t  O 

m 

ilr.r  !■  fl'' 

>uis  que  J  ai     vu      Sil-van  — dre>    me    re  - 

^ipjTipj.pij^jjifri 

r  r  ;  r  ^    ^  ^  - 

gar-der   d  uii   air       ten^dre,  mon  coeiir 

r  1  r  r  r  r  i  J  ,  r 

11  1  1  1     i  1  B 

6 


4  6 


/ 


J  J  J  J  I 


J7 


dit      y   cJiaque  lu  _  fcant,   pent      on         vi  —  vie 


fans     av    _  mant. 


1 


i 


6 
4 


5 
3 


6 
5 


Si  ie  lOdgis  par  malheiir, 
Une  foupjr  tiahit  mon  coenr* 
Xa  Fi  i pponiie  ayec  adrefse  ,  > 
Piofitant  fte  mVn  faiie  blefsev) 
Helas  Maman  d'tuie  f'atit  pas 
j'allois  mourir  dans  fes  Bras. 


i'aiitie  jou r  dans  un  bofcj^tiet, 
II  me  fit  une  jolie  bouquet; 
II  a'  paru  ma  hullette 
Et  me  dit  ma  belle  brTin«tte» 
.Flora  eft  moius  belle  que  toi 
L*amoui-  eft  moius  tendre  que  moi. 


Je  vous  ai  iure'  ma  Maman 

%  ''  ''''      •  p 

De  n  avoir  jamais  d  Amant 

Mais  Silvandre  m^a  feu  plaire 

II  eft  tendie  et  fincere 

Silvaudre  eft  fi  charmant 

.Puis  ie  forcer  mon  ferment 


<  ■ . . 


The  Cliord  of  the  ^  will  be  explained  afterwards 


Andante 


Glee 


Drink  to  me    on^lj  with  thine  ejes  and    I   will  pledge  with  mine; 


or 


5  4  S     3  4 


8    Q  Jr. 


6 
4 


8 
3 


m 


/Ts  3 


leave     a    kifs    with^in    the   Cup,  and  111  not  ifk    for     Wine.  Drfnk  to  me  on^l^ 

 ^ 


4  3 


6 
4 


5 
3 


r  1  J 


m 


with  thine  e^es  and       I      will  pledge     with  mine 


1;  ^  i 


m 


tf-d- 


'6 


6 
4 


4  ^ 


IS 


Soiig  E 


Sig'*  Giardini 


i 


Svni 


— -  <*"  *" 

For  me   iny  fair     a    wreath  has  wove,  where       ri-val    flowers   in     uiiioii  meet, 


J ■  J ■  I  J 


4 


ii 


1=3 


■0  fl 


♦ — r 


where     rival     flowers  ii'      uiiieu  meet,    as      oft    Ihe  kifsM  this 

JL 


r  f  r 


6' 
4 


of    love,  her  breath      gave    fweet-iiefs  "  to      the     fweet,  as 


fhe   kifs'd  this 


i 


-6- 


of    love,  her  breath  gave    fvveet«nel".s      to    the    fweet,    her     breath    gave  fweeti:efs 


7 


i 


Svm 


i 


the  fweet. 


i 


A  Bpe  within  a  damafk  Rofe 
Had  crept,  the  iitctard  dew  to  lip. 
But  lefser  fweets  the   thief  foregoes^ 
Aiid  fixes  on  XOUISA's  Lip. 


(3) 

There  tc^ftiug  all  the  bloom  of.  Spriiig, 
WakM  b^  the  rip'niiig  breath  of  May; 
Th'iiiigrateful  fjjoiler  left  his  ftiiig. 
And  with  the  Honej  fled  awa^. 


March 

by  the  Duke  of  Rutland 

N  B   Let  the  Treble  Part  be  the  nppe 
Note  of  each  Chord;  and  where  no  fig ues / O '^i^j  — 
are  marked  ^ou  mult  play  common  Chords 


6  76  6 


■^Tbe  T'evf'i  mei  iiuilt  tjblerve  that  fh  i  oughou  t- all  the  Songs,  it  is  proper  fiequentlj  to 
Tr»;ble  Nou  .  lingl_y ,  efpecjally  if  fhcy  are  quu  k  oi;e^;  atul  often  the/ai*-  accon  paniea  oi 


to  h  he 
'/  .» it 'J.  1 1. 


Chapter  IV 
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VTicie  1 

Oil  the  Sharp, and  Flat;  and  extreme  Sharp^and  Flat  Intervals. 


T'l^il.  -  Will  not  the  addition  ol' SliarpSjOr  Flat^ ,  a !  i  er  the  lituatioi)  of  tlie^Notes  that  .Compote 
a  CLoiil? 

Malttr.  _  Ihe/  make  no  alteration  in  the  NAMES  of  tbeKotf  S.  \oti  oulj  play  fuch  Notes  Sharp, 
or  riat,  as  are  made  to  next  tJie  Clif't'  or  ij>  the  coi^ife  otv  tlje  Mufic;  a'l.f  it  in  ember,  what- 
tverNote  is  Shaip  or  Flat  iu  the  Bafs,the  fame  Note  muftl^e  Sharp  or  Flat  \\\  tlie  Treble. 

P.  -  «  .  Write,  me  down  the  Ordeit  of  Sharps  and  Flats. 


Example        HH^  ^      ^  ^  1^ 


of  the  order  of  Sharps 


1    g    .9    4  5  g 
The  order  of  Plats  f      i.  b — 


E 


_   _  what  am  I  to  obferve  from  thefe  Sharps  and  Flits?  ^  .  " 

-  _  That  they  are  placed  here  in  their  natt-ral  Order;  fo,  tliat  if  F  and  C#  are  ufe'd  in 
a  Chord,  F  miift  be  fharp  as  well  as  C;  or  if  G  and  D^t  be  nfed  in  a  Chord,  G  mnf  belliaip 
as  well  as  D;  becanfe  D  being  rhe  fourth  Sharp  fuppoles  F.  C.and  G.to  be  lliavp  alio. 
The  fame  obfervation  alfo  holds  good  in  the  nle  of  Flats;  For  if  dI?  which  is  the  fourth 
flat,  be  ufed  in  a  Chord,  A  nudt  alfo  be  flat,  D,  being  the  four/li  aiid  A  only  tJie  3']  flat: 
Thus,  a  sharp  or  Flat  of  the  hightft  figv;rf   aU\ays  fap[iGft  all  the  jireceeding-  Jcfser  ones 
to  be  fharp  or  flat  alfo  *  ^ 

-  «  Does  the  order  of  thef^?  Sharps  and  Flats  never  vary  t  '  . 
«  _  Never.  Get  them  hy  heart  tlius;  If  there  be  oi'ly  one  Sharjj  next  the  Cliff, it  mnft  be  F.  If 

t\vo,F.andC.  if  three,  1.  C.  and  G «  if  four, Fr  C.  G. and  D,  ^ifc.  If  there  be  onlj pne,Flat,it  niutl 
be  K.if  fcvvo,B,and  E.  if  three,  B,E.  and  A-  ifforu,  B.  E.A.and  D.  Sfc, 
P.  —  «  —  Pleafe  to  give  me  an_  example  of  conimoii  (  Loids  to  Shar]»  and  Hat  Bafs  Notes. 

Example  of  common  Chords  to  lharp  .  liafs   l^otes, talicn  their  three  different  ways 

■  with  mi  iior  Thirdi: 


P.  - 


m 


I 


IT" 


G# 


i 


B# 


i 


i 


i 


i 


Example  of  comraon  Chords  to  different  flat ^fotes  with  major  Thirds 


*N  B  E#  is  the  fame  Note  6r  Key  as  F  natural  on  the  Harpfichord ,  but  muft'be  called  E  in  count, 
ing  the  keys  upvN  arda:  B^  is  the  fame  Note  as  cl] ,  but  muft  be  called  B  in  coiuiting  the  kevs  upwards  . 


20 


On  the  Major  and  iMi nor  Mode, 

coxumoniy   called  the  Sharp  and  Flat  Kej. 


P. 


Pupil.  .  What  am  1  to  undeiltaiwl  by  a  Major  or  lliarp  Key7 

Mailer.  .  The  JaltJVotc  of  fht  Ba(\  in  everj.  regular  movemeut  i-s  called  fhe  Key  ^'ofe;  and  if  .here 
be  two  whole  Tones, or  five  Semitones, or  hal  f  To-  e^,  fi  o,n  (he  Kty  .Note  to  (he  T  IJ  I  R  1)  a- 
bove  it,  fuch  movement  is  in  a  Major,  or  Iharp  Kty . 

-  -  am  I  to  Jvni,vv  a  Minor,  or  P^latKe^T 

-  .  A  Minor^or  Flat  Key.  has  only  a  Tone  and  a  half,  or  four  Semifones,  from  (he  Key  JVot. 
to  the  THIRD  above  it, 

^  .  Then  a  Key  is  not  know,,  to  be  lharp  or  flat,  by  the  Sharps  or  Flafs  placed  at  tl,.  begin, 
iiing  next  the  Cliff? 

-  -  No:  for  a  Tune  may  have  fix  Flats  at  the  beginning,  and  yef  be  \n  a  (harp  key;  and  it 
may  have  the  laine  nnmber  of  Sharps  and  yet  be  in  a  Minor,  or  Flat  Key.  As  I  laid  before, 
it  is  6nly  by  the  <Ultance1he  TH  IR  D  above  is  from  (he  Key  Note,  that  we  are  to  know 
whether  any  Piece  of  Mutic  be  in  a  Sharp  or  Flat  Key  .  ^ 

-  -  Which  is  (he  natural  Sharp,  and  which  the  natural  Flat  Key.  ■ 

 The  natural  Major,  or  fharp  Key,is  C;  and  the  natural  Minor, or  flat  Key  is  A  . 

 In  gradually  alcending  the  Notes  of  ai»  Octave,  are  theNotes  all  a  whole  Tone  one 

from  another? 

-  -  fome  are  whole  Tones,  and  others  only  Semitones  from  each  other. 
 How  am  I  to  know  in  the  courle  of  an  Octave  alcending,  which  are  whole  Tones,  and 

which  Semitones  T 

♦ 

-  -  -  Take  the  following  Example  which  wiU  ferve  f';r  all  Major  or  Sharp  Keys. 

« 

Example  of  the  places  of  the 
whole  Tones  and  Semitones  in  the 
natural Maior  key  of  C' 


P. 

M, 
P. 

M, 
P. 


key  note 


key  note 


M  By  the  abpve  Example,  it  may  be  obferved,  that  in  all  Major  or  fharp  Keys,  the  Semi. 

tones  are  always  the  NEXT -Note  BELOW  the  Key;  atid  the  NEXT  Note  above  the 

THIRD;  and  all  the  other  degrees  are  whole  Tones ,  confidered  either  afcendiug 

or  defcending,  ^ 
P.  -  -   _  How  am  I  to  know  in  a  Minor  or  flat  Key,  which  are  whole  Tones   and  which  Semi tonesl 
M»  •       .  In  a  Minor  Key,  Jtis  only  by  Defcending  the  Octave,  thatyou  can  tell  the  places  of' 

the  whol*  Tones  and  Semitones. 


JExample  ofthejil  aces  of  the 

whole  Tones  and  Semitones  in  the 
natural  Minor  key  of  A 


two  >v}ioXe  tones 


t^ki 


■j-rrh  

O  I  li  r 


a il-niitooe  , 


iwo  wl.olf  tones  u£eiiiitoi\e  a\\}iole  font; 


■7^ 


key  note  o 

kev  note 

r  M.\,  _   _  Thus,  in  all  Minor,  or  flat  Keys,  the  Semitones  are  always  (he  NEXT  Note  BKLOVV 
the  SIXTH;  and  the  NEXT  Note  below  the  THIRD;  arid  all  (he  other  degrees  are  " 
i       whole  Tones.  '  . 


^  •   


Q 


r.  .  „ 


P. 


«    Why  are  there  fo  mauj  Sharps  or  Flats  f'requentlj^  marJked  at  the  Deginidng  of  a 
Piece  of  Miific  next  the  Cliff  T 

.  Only  for  this  reafonj  that  by  their  help,  the  whole  Tones  and  Semitones  maj  fall  in 
flit 'fame  places  with  regard  to  the  Octaves  of  any  other  Bafs  Notes  that  maj  be  cho- 
ten  as  Key  Notes,  as  they  do  in  the  natural  Major  Key  of  C,  or  the  Minor  ^ey  of  A 
\\\  the  above  Examples:  fo  that  all  other  Major  or  Minor  Keys  are  only  Tranfjpofitions 
liomthe  above  two  original  Keys. 
-     Pleafe  to  give  me  fome  common  chords  to  practife  with  Major,  or  Sharp  Thfrds, 
«    I  \\  ill:  but  remember,  if  a  Sharp, or  Flat  Tl^ird  falls  on  a  longkej  of  the  Harpfichord, 
thf  re  is  no  occafion  to  mark  it.  However  the  j^S^^  to  C#  aiui  G#  are  exceptions  to 
this  rule  as  the/  fall  on  the  long  keys  of  F  au^  B. 


Example  of  Common  Choras 
.    with  111  arp  TJiirds 

N.B.  A  Sharp  or  Flat  over  or 
under  a  Bafs  A'ote  means  to  play, 
a  #  or  I?  THIRD.  Whereas  a  # 
or  l?xOn  one  fide,  only  mean  to 
plaj  the  JSrOTE  Sharp  or  Flat.  . 


#:  ^1  |;      {\  is 


*  *  .*  %  f 


4 


p.  -  «   _    Give  me  fome  common  ciiords  to  practife  w:i  *^h  Minor  or  flat  Thirds  •  , 

M.  «  _  ^    I  willj  and  remember,  that  as  in  a  Major  Key,  there  are  two  whole  Tones,  or  five 

Semitones  to  the  THIRD;  So,  in  a  Minor  Key  there  are  but  four  Semitones  to  theThird. 


JSJ .  B.  A  1?  over  a 
Bafs  Note  means  t 
play  a  \>3^  to 


Example  or  Common  Chords  .with  Minor  or  flat  Thirds 


Pi 


M. 


•Is.it  not  necefsary  I  fhould  know  what  Sharps  or  Flats  belong  to  every  Major  and 
Minor  Key,  before  I  begin  to  practife  them*?  .., 

Nothing  more  necefsaryi  aifd,  I  will  give  you  an  Example  for  that  purpofe  to  get 
by  heart .  ,  >  '  .  ^ 


T  A  B  1"  E    fhewing  at  on«  view  what  Sliarps  or  Tlats  belong  to 

every-  IVtaior  and  Minor  key 


.Major 

■  1 

A  E 

 o  II 

II  =f 

F 

^    O  II  ^  117^^        li   llbh^  

^Wtat  belongs  to  the  natural  Major  Key  of  cT 
-Neither  Sharps  nor  Flats  . 
«What  belongs  to  C  J^linor? 
.  Three  Flats . 


P. 
M. 
P. 

ly[._  .What  to  G  Major!     P.  .  Oue  Sharj 
M. 
P. 


-What  to  G  Minor?     P.  ^  Two  Flats. ^^cof  the  xtit. 

-I  obferve  that  fome  of  the  Minor  Key^  have  the  fame  number  of  Sharps  and  Flats 
that  the  Major  Keys  have, 

M.  Whatever  nctmber  of  Sharps, or    Fiats,  a  Major  Kf-y  has,  a  Minor  Key,  that  is  a  flat 

third  lower  than  that  Major  Key,  has  exactly^  the  fame  number. 
P.  Give  me  an  Example  of  this. 

JExalTiple  to  Ihew  what  Minor  kejs  have  the  farae  number  of  Sharps  and 
Maior  riats  belonging  to  the  n  as  the  Major  keys  have 

O  ujik —  *l0r~ — -'^^^^^^-^^-^  11  ^  ii^i  m  III  ,  o 


M.- 
P,- 
M. 
P.- 
P.  - 


M.- 


^  -Which  are  the  ?  atural  Keys? 

 C  Major  and  A  iVLinor. 

 Which  Keys  he    e  one  Sharp 

 G  Major,  and  i.  Minor  85c  of  all  the  reft, 

-.-As  you  fay,  a  facility  of  playing  common  Chords  is  very  necefsary,  moft  of  theotht. 
being  derived  from  them;  I  fhall  find  it  difficult  tc  execirte  ichefe  thioughout  alJ  th' 
Major  ajid  Miu       Keys;  therefore,!  wifh  you  would  give  rae  an  Example  top  ractife  tht-rn  , 
— -I  will;  but  fo    your  greater  improvement,  ^though  it  may  appear  a  little  harder  atff-i 
I  fhall  only  g  ve  you  the  higheft,  or  little  finger  Note  of  each  Chord;  and  you  m"l( 
take  care  tc    >ake  fuch  Notes  in  th^'  Chords  iharp,  or  flat,  as  are  marked  fo  next 
the  Cliff. 
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Kxample  of  Common  Chords  throughout  all  the  different  Major  Kejs.  JSr. B. Tli ofe Kejs 

thus  inarked  *  aie  ieldom  iifedp  and  need  not  Ije  piactifed  at  prefent  ' 

i         ■  '     =:::zzz         .      f..    c-   gm  bm 
Natural  SharpkeyoA  ^  ji»    8»-j:fei>  0* 


33: 


jCs: 


33: 


33 


i 


i 


1  ■ 


0     ^  V% 


1 


as 


3Cl 


X3 


o        \^  =^ 


p  *    •    •  • 


i 


b    o  ^  O  ^  '  o 


1 


f  f 


O  ^  V> 


1 


^  ^  o  o 


-•  


o  ^ 


p.  -  -  «  I  Laive  v/orked  hard  at  the  common  chords  throughout  all  the  Major  Kejs.  Pleafe  to  give" 

me  tbofe  in  the  ]W,pior  Keys «  % 
M.  ♦  .  «  I  will;  and  remeXnber  aSharp,  OVER,  or  UJJDER  a  Bafs  Note, means  to  flav  a  #.3'^  to 

that  Note}  and  a  natural>to  plaj  a  longXey  or  \s\ 


Example  of  Common  Chords  througliout  ail  the  Minor  Kejs, 
Natural  Minor  Kej  of 


Q  o 


13: 


r>    O    Q    V\  Jlfjl^  IN 


33: 


m 


1 


•  m 


•  * 


33: 


i 


i>  Q  o  vr 


-or 


i 


D 


X5: 


33: 


13: 


i 


i 


J  o. 


S3: 


O  V  ^ 


Where  this  mark  is  placed"^  E#  is  the  fame  Key  or  Note  on  the  Harpfich^rd  as  fl]  and  B#  asclj. 
ThismarkXis  called  adouLle  Sharp j  ThijisFXorFdoublj  fharp>is  the  fame  I^oteion  the  Harpfichord 


as 


M.  ^  Yon  feem  now  to  be  pretty  perfect  in  the  common  Chord:  I  will  therefore,  as  a  matter  of 

the  . next  confeq^tience,  give  yoti  an  Example  of  the  ^  Cadence,  which  Example  you  fhould 
daily  Practife.  - 


.txample     of  the  ^  Cadence,  with  the  Chords  taken  their  three  dift'erent  ways  - 

throughout  all  the  different  IVIaaor  and  JMinor  Keys. 

N.  B\  Only  the  upper,  or  little  finger  jiote  oi  t-ach  Chord  is  marked;  and  the  fecond  and  third  ways 
ot' taking  the  chords ,  viz:  either  with  the  8'.'' or  3^  at  the  top,  arebeft. 


Major 


]vr  I  :n  o  R 


the     *.'\ip[)eriuoi't.     the  8\"  tlitto  .         the  3?^itto. 


th 


1^ 


•  •  • 


♦  f  • 


4^ 


43 


4  a 


^  L 


II 1 1  ill 


33: 


ZEE 


3S: 


fc 


^  5 

4  c9 


•  *  • 


i 


6 
4 


±3 


6 


6 

1# 


an 


*  *  •  *  I — y 


^6 

4  .7 

6"  5 
4  ,9 

4  * 

— fr 

=^ 

* 

— i 

 •  -  - 

=^ 

m 

j  3 

* 

6" 

4  # 

— M 

-a  1  H  •  ^  •  •  1 

m 

45 

6  5 

u 

 If-  ■  (»  , 

it 

7  1- 

1-^1 

E 


2(1 


MAJOR 


MINOR 


P 


i 


5^ 
11 


4^ 


•  •  • 


#         6"      ^  6' 


♦  *  »  ♦ 


»  •  *  . 


» *  • 


6  6 

€  6 

F           €  , 

o 

*■  »  • — I— •■ 


11 


•  y  •  •  I  • 


^5 


^  5 


I 


•  •  * 


e  5 
4  3 


?6 


f6 


33 


3ZE 


II  *  >  •  ^      j '  '  '  •  B 


*  •  • — • 


6'6 
4 


6  8 

4  .? 


1^ 


1^ 


X3: 


Sono'  III 

The  Death  of  the  Cherokee  Indian 


ml  r J'P 


The     Sun  lets   in  aright,  ami  tBV    Stars  ihuu  the    Day,       but     gloiy      remains  when  their 


r)lr  r 

[     '    f  \ 

J  J  J  r  = 

— ^ 

r  •    r  J  1 

m 


B=ZI± 


1=E 


lights  fane 


_  wiy  *  Be^gin,    ye      tor-men  -  tors,  your  treats  are  in  vain,  for  the 

I  -  : 


J  J  J  rji- 


J  J 


XL 


i 


fcU-J.J'  J  II 


ALKNO^MOOK  fhall  nevei-  complin, 
If 


Remember  the  Arrows  he"  Iho  t  f Vom  his  Bow> 

.  -  i' 

Remember  your  Chief's  by  his  Hatch'et  lajd  low* 

Why  fo,  flow?  <to  you  wait  till  I  fhrink  frojii  the  pain7 

No-.theSou  of  AiKNOMOOK  lhail  never  complain. 

Remember  the  Woods  where  in  ambitfh  we  lay. 

And  ^he  Scalps  which  we  bore  from  your  nation  away} 

Nov/  tlx*-  flame  riles  faft,  ye  exult  in  my  pain. 

But  the  Son  of  ALKJ^' O  M  O  O X  I'hall  never  complain. 


I  go  to  the  land  where  ray  Father  is  gone* 
His  Ghoft  fhall  rejoice  in  the  fame  of  his, Son; 
Death  comes  like  a  friend,  he  relieves  me  from  Pain, 
And  thy  Son,0  ALKNOMOOK.haS  fcornM  to  complain 


28 


Song  IV 

Where  the  upper  }*art.;ii  chiefly"  move,  hy  Sixes 

|in  iiJ|rPii,rMj  - 


s 


Jsizzi 


TJie    Moon  Had  climbM  ihe  highelt  Hill  which    riles     o*er     the    foiirce    of    Dee;  And 


r  d  \  [  J  I  -I  II 

^  3 


i 


# — 


1  j  I  j  P 


1  i 


from  the    eaft..ern  fummit      fhed      her    lil«ver    light  oVr  Tow'r  and      Tree:  When 


#  0^ 


,.1 

6" 

7 

N 

 ^ 

4 

1  ^    j  1  ^ 

AR^ 

V  laid    her  do^ 

 1  J 

rvu  to  lleep »  he 

>r  tJioi 

 ;  •- 

ights  on 

SANDY, 

far  Sei 

a;  When, 

5 
3 


"■ 

 1 

=^ 

^     loft  and 

lo-^ 

-n 

— 

kv,  a 

.  -f 

VOl 

ce  llie  heard,  fay  "MARY 

.  1  W-M^-- 

weep     no  r 

-^5 — Ju^ 

no  re  for 

niel* 

4  •' 1  I'"  y 

she  from  her  IJ^llow  gently  raisM 
Her  head)  to  allt  who  there  could  bel 
She  faw  young  SANDY  fhivVing  ftand, 
With  pallid  cheelt! and,  hollow  Eye, 
O  lilARY  dear,  cold^is  my  Clay, 
It  lies  beneath  a  ftormy  Seaj 
Far,  far  from  Thee  I  lleep  in  death. 
So,  MARY,  \yeep  no  more  for  me. 


Three  ftormy  nights  and  ftormy  days 
We  tofs'd  upon  the  raging  Main; 
And  long  we  ftrove  our  Bark  to  fave, 
Btit  all  our  ftriving  was  in  vain: 
Ev'tt' then, when  horror  chill  d  my  blood, 
My  heart  was  with  love  of  thee; 

The  Storm  is  paft,  and  I  at  reft, 
Sp,MARY, weep  no  more  for  me. 


Ol  Maidens-dear,  thy  felf  prepare. 
We  foon  lhall  meet  upon  that  Ihore, 
Where  love  is  free,  from  doubt  and  care» 
And  thoti  and  I  fhall  part  no  more: 
Loud  crow'd  the  Cock, the  Shadow  fled, 
Jfo  more  of  SANDY  could  llie  fee; 
But»foft,the  pafsing  Spirit  faid. 
Sweet  MARY  weep  no  more  for  me. 


/  ' 


in  the  Beggar  s  Opera 


Lucy 


29 

PoJiy 


f~  -J-  ^5P  "  "Ill" 

might  be  hangM,  and  I  would  fo  too.   To  be     hamg^d  Vfitb         /on,  mv 


i 


1 


7  5 

Macteath 


^3 


Deii  1 J   with    you;     O    leave  me    to    thonghtl  I       fear,       I    doubt,     I     tremble,  I 


± 


7 

Poilj 


6' 


Mach 


Lucv 


(tit, 


droop!  fee  mj    courage  is     out.    No    token      of   love,  fee  my  coiuage  is       otit,  JsTo 


i 


rrt 

PoIU 


6 


r 

l-ucy 


token    of    love,     A«  J^ieul  faiewtTl,  No    tokeu    of     iove ,  dieui  farewell;  But 


Mach 


re 


6- 


hark  I  I       hear       the    Toll    of    the      bTu.    iJo  ^ 


^o  ^^^okej]      of    love       A«  «.  diets  fare- 


J  1.1  .11 

'1  -  1  J  J 1^ — J 

^  MM,  jiy^i'JL.;  ji  1  II 

;11      But    hark  I       I       hear        the        Toll     of       me  Bell. 


well     But    hark  I 


"7  ^ 

p.  «  _  —  Pray,  am  I  alvi^ays  to  take  the  Voice  Fart  as  the  highcftNote  of  the  Chord, with  the  little 
finger  of  the  right  hand? 

?4.  -   •  -  Yes:  As  fuch  Songs  are  here  chofen  wheae  it  will  anfyver  to  do  foj  b'^t  this  is  not  rlie 
cafe  with  all  Songs;  frequeatl^j^  it  has  a  betttiv  elfect  for  the  Accompaniiiu  i  S  U>  btThiriSi 
ft>c,  lower  thaJi  the  Vo'ice?  ai^d  cfteK  an^'Optave  lower  has  a  gcoil  eJf'-ct.  >^'-  c.^itif.ln  x\  l;e->  ' 
can  be  giveij;  bet  when  you  arejlafter  of  vyhas  Clion   s  a.i«-  ».\<;»per/C?bf»        ■<  • otii;  T«i;- 

V.  ili  lupplv  1th*:-  Vi  ft. 


so. 


Song  YI 


MV  Purcell 


a,  Wlieie  tteie  ait  no  little  Notes  mavked  you  ave  to  play  full  cLords  with 
the  Treble  Note  at  theC^p  of  theChoid. 


SongTn 


4'        ^  (2) 

Geiitle  muvmias ,  iweet  complaining, 

Sighs,  that  blow  the  fire  of  love; 
Soft  vepulfes  ,  kind  difdaiuiiig> 
Shall  be  all  tiie  Pains  you  prove'.. 
Every  Swain  fhall  pay  his  duty,  . 
Grateful  every  Nymph  fhall  prove; 
And  as  thele  excel  in  beauty, 
Thofe  ihall  be  renownM  for  Love. 

The  flow  Air  in        Arne^s  Overture  in  Artaxerxes- 
adg^pted  to  words  of  Metaftafio 


J3ijJ3ij"'i^JiJ3jjjijtii.r3iJ  J 


Farewml  farewell!  my  beat,  ing  heart.'  reJeifitlefs  fate  that  bids   jus  part.  Sure  ne*er  could 


_  [Spar 


r  r 


6 

/  hiii?i iijj  -rrlP|i^'JJ|jSi|Jij  f,|  I r,n  j,^^ 

^      £^'-^^«"^t.lhecT,vvoile  evil,    on  the     S"il  >  ty  he^d.  y^,,^^,f^;e^7u.  '^beat.ing heart!  re  ^ 


the     gull  .  ty  he'^d.  Jarew^l  farewell!  my  beat.ing heart!  re  « 


•       This  haud,Vi^heu  fondly  joia'd  to  thine. 
Was  once, of  love, the  happy  fign, 
But  now^jthofe  fleeting  moments  o'er, 
The  fign  of  happinefs  no  more; 
:       Farewell!  Farewell!  My  beating  heartj 
Kelentlefs  fate  that  bids  us  part. 


i 


.len 


3bi 


tlefs   fate  that 


bids     I  lis  part. 


IS  pavt< 
4  3 


^ 


C  H  AP  TE  H  T 


31 


Oil  the  different  Chords  ufed  inlBoroughBafs  as  exprefsed  by  Figures 


ccom 


A  3,  3,  8»  lingly,  or  together;  or  a  ^.  over,  or  under  a  Bafs  Note,  all  mean  to  play  the 

common  Chmrl:  Thus, the  common  Chord  is  exprefsed  in  all  thefe  different  way  s  3.  5.  8.  or^. 

5    8    8  P 


with  the 
Chord  of  the 


ufed  a  3*^8?  8^^ 


i- 


«  an  8  —  — 


ditFerent  wavs 
of  figuring 
the  Chord  s 


4  -  -  - 


7  


9.  


4 
2 


4 
3 


5  «f  8 

3  5 

3  5 
6 


iorvetimes 


or 


I-  - 


or  J  or  5 


-    -   «  a  6  


or2or^  or4f 
6 


or 


7 

2 


douLle  the 


4 
5 
3 


3  or  4 


Obfervations 


/  ,  J  note. 

The  Chord  of  the  G.  is  a  com:Chord  to  the  5 .  below  the  Bat's 


The  Chord  of  the  4  is  a  com: Chord  to  the  5    below  the  Bafs, 


This  Chord  muftbe  >vellpractift;d  and  counted  fiom  the  Bafs  upward 


The  com:  Chord ^vvith  the<?^  advanced  one  Note  higher 

N.B  .  rhis  Cliord  may  be  applied  to  any  Bafs  note  that  bears  the  com:  Chord.- 

The  Chord  of  the  7*^  is  a  com:  Chfu  a  to  the  3^  above  the  Bats. 

N.B.  vs'hen  the  6  folipM-s  the  7  thus  J  (y  you  mufi  play  an  8  Sf  3  with  the  /. 
and  leave  out  the  <5. 

The  Chord  of  the  S^^'h  the  com:  Chord  vvith  theS  advanced aNcte; 

and  xuay  be  aji^ilied  to  any  note  that  would  bear  a  commou  Chord  . 

This  Chord  is  a  com;  Chord  to  the  Note  above  .the  Bafs 

and  is  ufed  upon  the  defcendjng  fourth  of  the  Ke^^. 

To  be  counted  fiom  the  Bafs  Note  upwards  . 

this  chord  is  applied  to  the  fecond  of  the  Key, 
and  to  the  defcending  Sixth.  . 

This  Chord  is  a  com:  Chord  to  the  Note  below  the  Bafs 

and  is  ufed  upon  the  Key  note.  ^  t 

9  {  ' 

4<  IThefe  chords  are  always  in  the  hand  in  the  pre- 


ceeding  Chord. 

I  S  8  &  8 

I  N.B.  the  4  is  refolved  into  3  and  the  j  into  & 


or  5  . 


^  If  IN  very  extraordinary  that  the  Chord  of  the  5  fhould  be  marked  hy  many  Oompofeis  thus^ 
We  aie  taught  that  a  ftroke  through  a  figure  means  to  play  it  lharp;  but  here  the  6'1'  is  flati 
ought  the  fame  inark  to  mean  both  a  fhaip  and  a  tlat?    It  were  much  to  be  wilhed  that  ConijHuVvs 
^vou^^  exprefs  their  chord.s,  as  much  hs  jjof^ible, by  the  Tarae  figures. 


^rt?cle  2  - 


_    -  On  the  Chord  of  the  ^ixth 


M.-  -«  Sixes,  a»i(4  Thirds^are  the  oiilj  Intervals  {hat  can  follow  each  other  rifing  or  falling 

ill  the  fame  manner.  What  is  jorir  rule  for  the  Chord  of  the  Sixth? 
E.^  «  The  Chord  of  the  Sixth  is  a  common  Chord  to  the  Third  below  the  Bafs  Note. 


Example  of 

Sixes  followiu"^ 
eacK  other 


J/    *  ' 

»"  *  * 

\  6 

s 

s 

6 

1,..- 

6  6 

f- 

I  Example  of  \  ^  ^ 

Tliirds  following?  -<y  v  o  v  o 


In  playing  the  Chord  of  the  6^1"  yoti  fhonld  never  fife  the  8**"  at  the  top  of  the  right  hand; 
confequently,  there  are  but  two  ways  to  play  this  Chord*,  viz  either  the  or  the  to  be 
the  uppermoft  Note  of  the  Chord,  ♦ 


Practice 

on  the  Chord 
of  the  Sixth 


6  6 


m    m    P  ■  — ■  


m 


6  S 

a. 


_     ,     On  the  Chord  of  the  ,  I 

M..  What  is  your  rule  for  the  Chord  of  the  4 

P«  The  Chord  of  the  Sixth  and  Fourth  is  a  common  Chord  to  the  5**'  bt-low  the  Bals  Note 


M.^^The  Chord  of  the  ^  may  be  taken  three  different  ways. 


JVIajor  feys 


Practice    on  the  Chord  of  the  ^ 


*  ■  *  « 


 61^  '  — - 

1  ^  irj  In  I 


6  5  6  5  6  5 
4  |3  _  4  .S    4  .9 


65      €  ^, 
.1       4  .S     4  -f 

1  f.i-^^J 


1- 


6  5    6  5 


Eb  a 


IT  ^5 
^^43 


^3  f  '5 
45  s 


i 


J3 


*  •  ^ 


6  5 
4  3 


6  b 
AOL 


6  5 
4  3 


%^    6  7 


-• — 


6  S 


6  5  f  § 
4  3  m 


Si 


X? 


Minor  Keys 


3EZi: 


*  f  • 


P 


1 


^5 
4.S 


f5  ^ 


^5 


6S  §z 


65 
43 


•  ■  • 


6r5 


i 


^5  ^  7 
43  4 


4  5 


i 


€ 

1# 


G 


»  •  * 


^5 
413 


4  3  ,4  # 


1 


On  the  Chord  of  the 


5 


M.. 
P. 
M. 


P.  -  - 


M..  ^  . 


P.  -  - 


What  is  your  rule  for, the  Chorrl  of  the  J 

I  am  to  count  the  Notes  that  make  the  Chorrl,  frpm  the  Bal's  No>e  Tipwards. 
.  The  Chord  of  the  §  is  one  of  the  moft  important  of  all  the  Choids  and  t"hould  be  prac  lilci 
more  than  any  other.  This  Chord  is  ufed  on  the  I'harp  leventh  or  leading  of  a  KeviSf 
the  Key  Chord  or  lome  of  its  derivatives  always  follow  it, 

I  luppoi'e  the  5  is  a  difcord;  as  two  Keys  next  each  other  muft  be  ftruck  at  the  lanit* 
tinie  (ipt)n  the  Hai  pl"ichord . 

Thetiffh  being  flat  in  tliis  Cht^rd  is  a  Difcord  a:^id  miift  defcend  one  Note  into  ♦'he 
the  following  Cliovd. 

Tliis  Choi  ci  ap5)cai^s  diificult*  as  thf-  Intervals  that  compofe  it,  are  counted  from  fht- 
Bal's  Note,  oi  its  Octave;       1  therefore  wifh  you^wonld  write  the  Choiti  f(jll  wit:  its 
three  different  ways  of  playing  it  throughout  all  the  Keys. 
I  will;  and  remember,  the  white  Notes  reprefent  the  key  Chord  that  always  f  <»l  low 

l_     t  h 

itj  and  you  will  perceive  how  the   vS  .  is  refolved  by  delcending  ^'ffe  Note  into  the 
following  Chord. 


I 


34. 


JExample 

of  the  Ch  ord 

6 


,,d 


Major  Keys 


1  .  ,1  •     »  f     ,"  '^t:tn      ,  .        1        J  _    .note  t'd.^  ^.  noff.fX'" 


N.B.The  fecond  and  (Lird  ways  of  pla^iVig  (his  chord  are^tlie  beft 


note  to 


6 


I  <ui  ^ ^irp^f  T  II  f   'f  f    I    r   r  II  f' '  f '"4HI- 


^7,tJriiL.  note  to  nott  to-'        •  note  to 


■lire-.  5  bo  nc>.,  f 


r 


i 


leadini^ 
note  to 


nott  to*-P 


muru  -i  i\  uit 


i 


1  ■  -  rr 


— 


T3  isnpsr 


6  '6         G  ^ 


[eadina  "Ote  to 


leafll.,j<  .  1 
note  to  ■^'^ 


note  to 


Practice 

on  the  Chord 
of  th©  c 


G 

S 


6 

■5i 


I  J  el 


€ 

5 


5 


i 


G 

,  G 

>^  T  ^ 

m 

G 

S 

5  - 

frM 
1 

^  6^ 

!^ 

6 

7 

6 
re 

6 
3 

-O 

B 

1^  Example 

of  thfeChoifd  of  the 


 following  the 

common  Chord 


6 

> 

5^  S6 

— © 

6 


5 


G 

A. 


6 
A. 


6 
5 


O  C 


i 


^  It  may  be  obferved  in  this  Btiok  ^hat  ALL  the  diffeient  wa^s  of  taking  the  Chords  art  given  for 

Practice;  and  uccordiiig  tg  thtir  fjfuation,  the  }>voper  relblution  of  each:  Thi^, it  is  to  be  fuefiimed, 

'II  lit  bte  die  belt  method  for  \[io\0\\^)iiy  giouudingStudents  in  the  Priuci|)les  of  Thoiough B^a^  or  Ccmpo- 
*-  fition* 


^rCtCU^      O  On  the  Chorfl  i - 

M.-       «  What  is  yoiiv  vide  for  the  Chord  of  the  4^  .  • 

~  ~  «  The  Chord  of  the  4v-  is  a  comm^i  Chord:  ^the  Third  being  advauoed  a  note  higher. 

At.  _  SuppolV.  this  Chord  is  thus  marked  i|  . 

P,  -  -  -  Then  I  muft  oiil^  add  the's*.''  to  thofe  figure*  . 

]VI  Remember  that  the  4*^  is  a  Difcord,and  the  cofemou  Chord  always  follows  it. 


Example  of  the  three  <lif£#r, 
ent  ways  of  playinj^  the  Chord 
of  the  4".  with  its  refointion 
into  the  common  Chord 


TUf: — "  J  * 

— •-q — •-^  

— 1  •  c 

g 

— VH — 

r^l  II       #Q  ita 

rr 


The*rnol't  elegant  way 


N.B.  The  third  way  of  taking  this  Chord  is  the  beft 


1 


i 


33: 


ff  t-f  4,S  |lfs'f 


?mi[r  '  r  hF  I r  I r  III  f fflt^ 


4  .9  4  .9  4  ,9 


4  .9    4  -9  4  .9 


S3: 


^Major  keys 


•  • 


the 


\     ^  ■  45 

4,9  ^ 

3 

45 

4  ^ 
■ 

G  45 

4 

5  4. 
: — XI 

9 

9 

4^ 

*  1    1  - 

1 

\ — 

-C 

♦  » 


V  ^  45 

4 
--C 

45 

4  c 

A 

45 

3:: 

4 

5  45 

45 
1  

4,7 

JQ45 

 1  L__  

3   43    ^    4,,  3 
^^^^ 

• 

r  ■■■^ 

L 

7|t^:,;;«^::;[i-.  .||^"i,**± 


•  • 


45  45    y_    I     45    f  I  43  "^f^  43 


•  •  *  * 


45 


43 


J£.h  4^3 


Q  45  4,5 


,  7 
45  4  5 


E 


1 


I 


•  •  • 


Minor  keys 

rffr—      I  •  •  * , 


i 


f"«i»».. 


c# 


4_9  434,14^ 


[.  »  •  »  ^  1 

■<«^D  45 

rv  ^ 

45  4,9 
TCr-'-Tzr 

4  #  4,9 

43  4.3 

^7        ^  4g 

45  45 

rV 

 1  1/ 

45  45 

T  r  rlt 

m 

.  _..  J 

^   d. 

St 


M  . 

P.  ^  « 
IVl.  .  « 

p  

'  N.B 


On  the  Chord  of  the  Seventh,, 


.  what  is  yoiii  rule  fov  the  Chord  of  ths  Seventh  j* 

>  The  Chord  of  the  Seventh,  is  a  common  Chord  to  the  3^*  above  the  Bafs  note. 

-  What  is  the  rule,  when  a  e*.^  follows  a  7';'    thus   7^?  < 

J  th 

.  To  leave  out  the  fifth,  and  play  a  3  .  8f  d  .  with  the  feventh . 

-  The  minor  feventh,  like  all  other  minor  difcords,  muft  refolve  in  the  fame  part  of  the 
Chord  where  it  happens  to  be  placed, viz.  by  defcending  one  degree  to  the  next  Note. 

There  are  but  two  proper  ways  of  playing  the  chord  of  the  feventh;  either  with  the  7^*' 
or  the  3^  at  the  top  of  the  right  hand.  The  may  fometimes  be  taken  at  the  top  to 
avoid  fkippiug  with  the  chords,  but  it  is  not  good. 


Example  of  the 

two  ways  o£  play^ 
ing  the  Chorcl  of 
the  Jjieventh 


7  L 

— n — 

 2^ 

 liJE  ^ 

=1  II 

■*r — 1 

\>7 


\>7i 


Practice  oh  the 

Chord  of  the  Seven 


i 


i 


i 


It  maj  be  here  obferved,  that  every  feventh  is  prepared  by  a  Third, and  refolved  into  a  Third, 
thus  the  7*.^  will  be  found  between  two  3^"  all  the  way. 
l^.B.,  In  a  fuccefsion  of  fevenths  it  is  the  beft  wa^  to  accompany  each  7^.^  with  a  5  6f  5  and 
3^S  alternately. 

In  the  Minor  keys 


1 


Gr    ^     ^  ,7 


}Hr|rjriJr 


i 


Practice  on  the  Chord  of  the 
SfcTt  nth,  rtfolvt  d  ir;to>  or  follow-. 
:  .ed  by  that  of  the  Sixth;  In  this 
Cafe  the        is^  accompaoicd  with 
a  J*?  ^  n^}  and  either  the      or  the  S^^ 


^^^^ 


*  *  ^  » 


□en: 


i 


N.B.When 


^       ^£  7e  re  76  7  6- 


mu  ;t  be  the  hijtheft  note  of  the  Chord .  )-_,  |  -Q"  ,  <~1     C\  .        ^  . 


Zrmhe/'i'i  s  at 
OieToj>,tlie 
8\^'i,s  ht  tter 


g  7^  7ff  ?(>■  7f  7,6  7.6 


■a- 


•  »■ 


»  »  liz 


,  .  ||l^t/..U4lt;;!!.sr?lT;r^ 


3 


^^^^^^ 


A  15    Jm  ai;compai;viiig  Song^  j>i  S:>lsj.>>it  is  often  jjioper  to  accomfjaiiy  th.e  Chords  of  (lie 
S eve-nth  ov  Sixfh;  ouly  v.        a  iliii  d;  a':t  iLis  fhonld  not  be  artcKj-'^- .  -il!  vau  are 
pevtVctly  Matter  of  the  Cho-r-  ,  iu  rheii  iull  State. 


u 


On  tiic  Cliord  of  the  Second,  Fourth  and  Sixth  figured  thus  2  or  2  or  4t  or 


M..  ^ 
31.  - 


.What  is  yoax  vule  foi-  the  Chord  of  the  SecoiirijFom  th  and  Sivth? 
«Thut  it       a  comtnou  Chovd  to  the  Note  above  the  Bats, 

«  Af.ei  this  Chovd  the  Bats  Note  (being  a  DIfeord)  al\>a^-.s  delcends  one  dtgree; 
It  is  uled  upon  the  defcending  Foiivth  of  the  Major  or  Mi.nai  Keys  . 


K\ ample  of  the    (  Jf^ 


tliict  clifFerent  ways 

of  rlayi„g,theChord  '| 

of  the  £.  \    ~       i      f=-  =i      1  I 
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-t- 
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■+- 


4  4 


N.B.  Where  the  Stars  a't  p'aced  it  Ihews  the  \%oilt  way  of  refolviiig  the  Chord 


Practice  on  the 
Chord  of  the 
in]Maior  Iveys 
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Minor  Keys  chromatically 
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J  '  J  J  J 
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rl/de  8 


-r  4  4 

On  the  Chord  3  or  J  or  j  . 


M,  ^  _   .  What  is  youvvule  for  tit  Choi  rl  of    g  i 

l*'  -      «  That  I  am  to  count  thele  Intervals  f>-oin  the  Bats  Nortr,oi  its  Octave  iip\var(is  , 

M.  ^  Remember  that  this  Chord  is  applied  to  the  afcending  Second  or  to  the  defceiiding  Sixth  of 

the  Key;  and  that  the  i'liit  and  fecond  ways  are  the  beft  of  ta.kii.g  the  Chord  « 


Practice  on  the 
CKor3  o£  the 
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S   .>  On  the  Chord  pf  the  Second,Fourth  3cSe\onlh. 

M.  .  What  is  your  riile  for  the  Chord  of  the  Second  and  Seventh;  or  ?  or  4  or  \  ? 

P«   The  Chord  of  the  Second  and  lharp  Seventh  is  a  common  Chord  to  the  Note  below  the  Batsi  and 

is  ufed  upon  the  Kt>  Xote.        N.B .  The  lharp  Seventh  Ihould  be  played  at  the  top  of  the  right  hanil . 
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Practice  on 

the  Chord  of  the 
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ull/  '/U  '/e     10  _   On  the  Chord  o  f  lb  e  "Ninth . 


if  ■  ( 

M.  -AVhat  is  jom- rule  for  the  Chovd  of  the  Ninth;  ,  , 

P.  .  -  -  To  i>lay  a  3^  6>  <5*^  with  it;  This  Chord  being  the  lame  as  th-  common  ChordjOiil/  the  8*^^- 

advanced  a  note  higher. 
M.  .  How  is  it  prepared  and  refoTved?  -  - 

P.  A  JSfinth  is  iifually  prepared'  by  a  5^  8f  5*  or  occalioually  by  a        and  relblved  into  an  8%r6*! 

N. B. The  Ninth  muft  never  be  prepared  by  an  8^^'  *^Thefij:ft  way  of  taking  the  Chord  is  , belt  . 
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Example  of  three  «3ifferent  f    n  ^: 
ws)s  of  plaj-ing  the  chord  of  • 

the  Ninth  Trith  its  refolution<^»7Tg    o  ^  3  8     5  8  g'^  ?  8     .9  g  .0  g  .9  g.g,^  »  f  t  r 

mto  an  ^^jjijjj j h ^^^y^f^^^^f^  nwWrrH 
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Practice  on  the  , 
Chord  of  the  Ninth 


I   ^ft.f  4»  P      7  1^        ^  ^ 


i 


i 


1^   ^8     5>/?  4it 


33 


m 


i 


^#1 


G       g,^   ^8  ^8  g,8 


Sf8  $8  ^ 
I  S8  •:      ^  ^8  4t? 

j_  Q  I  q    i  I  Q=cr 


-t  58 


i 


■or 


1^ 


i 


f  f  f  » 


E 


1^ 


58        ?>?  98  4# 


^      ^,8  "If  58  ^,8 


1 


^rtids  Jl 


On  the  Chord  of  the  I 


M  What  is  your  rule  for  the  Chord  of  the 

 -The  Chord  of  the      is  always  in  the  hand <•  generally  is  only  a  repetition  of  the  Chord 
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On  the  Chord  of  thel^inth  and  Seventh 


M»  «  «  .«  What  is  yon;r  rule  for  the  Chord  of  the  / 
P.  -  «  •  The  Chord  of  the  7  is  accompanied  with  a  Third.  This  Chord  is  always  prepared  in  the 
preceediug  one,  and  refolved  into  the  $  * 
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Cliord  of  tJie  7 
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Oivthe  Chord  I 


P.  

M.  


«  What  is  your  rvile  for  the  Chord  of  the  2  . 
« To  double  the  lecoud  or  fifth  ,    .    -  . 

-  The  Chord  of  the  ^,  as  well  as  all  thofe  ufed  on  binding  Notes  viz:  2  2  2  2  Vi^o.  are 
nothing  mote  than  Anticipations  of  the^next  following  Chord. 


,  7  5 


Practice  on  the 

Chords  if  §1 
ufed  as  Anticipations 


The  Natural  B  af  s  ^JTI 
to  the  above  ^ 


The  following  Chord  by  foii:e  cuJitd  the  Chord  of  the 
Thirteenth  (Sixth) is  deriv-erl  from  that  of  the  7*''  '  t 
fiittiting  aBafs  note  a  7^  heiow  its  Fundulnentnl . 


6 


1^    7^  ^ 


.  _  Thus, molt  Difcords  are  nothing  more  than  Anticipations)  or  letardations  of  the  follo^^ing 
Chord;  The  Chord  of  the  9^]"  or  that  of  the  I  are  retardations  of  the  common  Chord,  and 
thote  in  the  a.|jove  txam|ule  are  Anticipations  of  various  Chords?  lo  that^you  need  unt-  be 
puzzled  at  die  above  fig.ue  .,  it  is  only  I'triking  upon  the  binding  Note  the  chord  of  the 
following  Note,  as  exprel  frd  by  the  figures  over  it. 


ClIAPTEIl  YT  4 

On  the  Accompainmeiit  of  tlie  Afscendiiig  and 
defcending  Scales  throughout  the  iVlalor  and  Minor  ke)^s. 

p.   I  obleive  ill  the  Table  that  the  lame  f  igures  are  nia(!e  tile  of  throughout  all  the  lieys  a-. 

are  in  the  firl't  Scales  C  8f  A  of  the  Major  ii^' Minor  ke\  sjthe  othei  s  beiiig  only  tranliiofititais  ofthen 

M.  Jul't  lb.  and  it  will  he-  of'gr-eat  ul'e  to  you  to  gcJ  hy  heart  what  Chord  every  Note  has  alsc*nd~ 

ing  and  defeeiiding  in  the  firl't  Scale  of  C. 

Thus  in  al'ceudiug The  key  Note  has  a  c.ommon  Chord 

(  The  2^  of  the  key  a  6^*.^  ^  . 

^'                \  The  3^  of  the  kev  a.  6^  ■ 
The  4*]^  -  a>  ? 


The  6*^^  —  —  _   _   a  common  Chord 

The  e'l"   «  a 

The    a 

^he  key  or  8"^ 


6'^ 

i 


M  


 a   common  Chord 

In  defcending  -/The       of  the  key^as  a 

I  The  6^  of  the  key    >of  7  rel'olved  into  a  :J6^* 
I  The  5*^^  of  the  key    a  common  Chord 

The  4'i''  l)9  a  -  ^ 

lTh-t.3^  ^  ^  -  «  -  a  ^th 

iThe24  ^   _  a  6"^ 

,  "  \The  key  Note  -      a  common  Chord 

_  Oblerve  that  only  the  key  Nbtefaikd  the  fifth  of  the  key  h-iive  common  Chords, and  that  the 
variable  Chords  in  defcending  are  on  the  Z'^tte  6'^and  the  4'.^  of  the  key. 


A  TABIiE  of  all  the  afual  Ac  companiments  of  the  different  keys 
afscending  and  defcending  an  Octave  in  the 

^  Major  Mode 
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arH  nicftles  1^  >. ich  ou^Kt  nbt  to  be  exx)ected  from  u  Thorou^li  Bafs  Ferfornie?"  unlearned  in  Compoiition 


In  j>layii;\i  Puii>the  Pbrtbrmer  may  play  the  Chord  of  tJie  Sixtli  accoi-dinj'  te  ^!.if^  rule.  The  Eij^hths  are  here  oinittud  as 
Jlowahle  ii;  coinpofition,  Is'of'.  In  fact  are  they  allowaljle  between  thtioidd  't-  iiotes  of  two  Cjiords  and  the  iia£:i»  +  bttt 
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.What  is  there  no  ditfeieuce  between  the  Major  and  Iviiilov  kej  in  af:,cpiiding  and  Cetceudin- 
giadually  the  Notes  in  an  Octave? 

_Yes;  in  alscending  theNotes  of  an  Octave  in  the  Minor  Mode,  The  6"^^aud7^  oi'  the  key  are 
made  lliarjp,  and  in  defcending,  the  i"harps  are  taken  awa^  and  thefe  Notes  are  played,  as 
fpecified  at  the  Cliff, 

«  Is  there  no  other  difference  between  the  Major  and  Minor  Mood?  • 
«The  figures  nfed  in  both,  are  the  fame,  but  as  the  lharp  feventh  or  leadingNote  of  a  key, 
is  not  mailed  at  the  beginning  next  the  Cliff  as  it  is  in  the  Major  Icey,  therefore  we  are  c 
bliged  to  mark  it  where  eveir  it  occurs  in  a  Chord,  either  by  a  ftroke  through  the  figures 
thus  ^»  ^ or  by  a  fliarp  over  or  under  a  Bafs  Note. 

-  Which  is  the  leading  Note, or  #7l^of  a  Key? 

-  The  Semitone  immediately  to  the  left  of  the  key  Note  is  the  leadingNote  or  #7*J»  of  the 
Key —  And  this  leading  Note  (efpecially  when  you  play  in  minor  keys)  you  muft  always 
have  in  your  Mind  as  (except  in  Chromatic)  The  Chord. of  the  key  Note  always  follows  it. 


Gefieral  Modulation  of  the  Octave  afscending  and  defcending 
throughout  the  keys  in  the 

M  I  NO  R  M  O  D  E 


i 


A 


4 


i 


6 
■S- 


6 

e  „5 


41- 


4= 


4 


e    ^  7 


3 


3a: 


T 


p — n 

i 

;  f  f  f 

— 

— , — •  AS  '  — 

,    1  ^  -tTT..-^ 

— ■ 

1  •!  ff» 

T 


JCm. 


6  76 


6  > 


t 


T5" 


5 


•     •    »  i 


• — ^ 


1 


« — ^ 


 4 


i 


XT 


6"  ( 
?    ,5  X 

• — 

1 

6    76  X    f  i 

— J 

1 — 1 

— • 

'ill  .  II 

i 


¥~  e 


T    4l  ^ 


5    4  # 


1 


1 


g    7g    #  1 


1 


'  r  r 


i 


t  ;  ;|i|;i|;  t  r 


ii^ — r 


-«  r-=  » 


1-^ 


— V 


2^  g  : 


4 
t9- 


4  b 


i 


i 


-•  •- 


*  * ,  •   ■  • 


f  4    ^ ,  1 


g    7g  fai     2^    g  fag 


^  7 


1 


l^f^'if^f  riffypi'^'^  III,  fj 


-er 


i 


i 


i 


•  >  • 


— -•- 


^1 


€  7 

-C-i. 


i 


XT 


Practice   on  the  forcji^oing  Scale:^,  by  onlv  iiaA-in^  the 
upper  Kote  of  each  chorj  markeu. 
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LE  ssG^>rs  for  Practice 


N.B,  generally  eight  Choids  in  a  Bar  4 
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Qnthe  method  of  Accompanying  without  the 
ufe  of  Figures;  and  of  the  Elegancies  g£THOROUGH  Bas  S.^ 

p.   what  are  the  rules  for  plajing  Tliorocigli  Bafs  without  figures? 

M.  ^  Where  you  have  no  figures  to  guide  you,  you  muft  obferve  thefe  three  things  . 

I'**  «  What  Key  the  Piece  is  iiij  and  whether  Major  or  Minor. 

2^  ^That  when  the  Mufic  modulates  into  a  different  Key^  from-the  firft;   Such  new  \tj  is 
generally  known  by  a  Sharp  or(if  you  plaj  in  Flats)  by  a  Natural  not  marked  at  the  be- 
^      ginning  next  the  Cliff;  which  Sharp  or  Natural  is  moft  com'tnonly  the<ieading  Note,  or 
fharp  feventh  of  the  new  key*  and  muft  have  the  Chord  of  the  5  •  — 
s\  ~  That,  while  you  continue  in  ane  key    you  muft  give  to  every  Note  in  the  Octave  the  fame 
'.  Chords  afscendiug  or  defcendiug  that  they  have  in  the  Scales  CHAPTER  VI.    Thus  thefe- 

cond  or  third  of  the  key  has  the  Chord  of  the  Sixth;  The  fourth  of  the  key  afscending  has 
the  Chord  of  the  fixth     fifth,  and  defcending  it  has  the  Chord  of  the  fecond  gf  fourth. 

The  Sixth  of  the  key,  afscending  to  the  Octave  has  the  chord  of  the  Sixth*  defcending  from 
the  Octave  to  the  Fifth,  i^as  the  cliord  of  the  fharp  fixth  or  the  feventh  refolved  into  the 
iliarp  fixth  «rc.  i  - 

P.  «  Is  there  any  difference  between  the  accompaniment  of  the  |lf|alor  and  Minor  key. 

M.  In  either  of  them  you  play  the  fame  Chords  afscending  or  defcending  j  only, you  muft  ob- 

ferve,  in  a  Minor  key  that  the  leading  Note  or  Iharp  feventh  is  not  marked  at  the  beginning 
but  only  where  it  occurs  in  the  Chords  ,  Thus, in  the  fe^dnd  of  the  Minor  k^y-»t  is  known  by 
this       In  the  fifth  of  it  by  a  fh^arp  #  ,  In  the  defcending  fourth  of  the  key  by  a  ftroke  through 
the  four  thus  and, Indeed,  efpeciallyin  Minor  keys»  you  fhould  always  have  the  lead- 

ing  Note  in  view  as  your  principal  Object. 
P,  Pleafe  to  give  me  fome  examples  to  practife  all  you  have  faid. 

li.  «  I  will;  but  remember  as  far  as  the  curve  line  goes,  you  muft  play  fuch  Chords  as  belong 

to  tifai  key^  afscending  or  defcending.  — 


Practice  without  figures 
of  afscending  as  far  as  the 
Sixth  of  the  key,  and  defcendl- 
ing  from  that  to  the  key  Note 


Major- 


^  The  endlefs  variety  that  may  be  made  in  Mull c  miift  render  the  Rules  in  this  Articie  uncert  ain; 
For  thf  figuring  in  the  Modulation  of  an  Octave  may  be  very  different  —  All  that  can  heie  bt 
doir^i  is  to  Inftruct  the  Pupil  in  the  ufiial  manner  of  proceeding  while  He  continues^u  om  ke  v  , 
and  \\\  what  manner  to  sf-move  from  that  into  others. 


M  i  lOr,  afscending  as  far  as  the  l^ifth  of  the  key  and  »5efcendi ng  from  that  to  the  iceyKots 

-U  1  — T  1   In  -    „       I        -  -Ml  I  lllb. 


G 


E 


Article  .2      How  to  modulate 


i 


Qeneral  Example  -f^  .'^'.j 

where  the  modulation  J^/  ^' 


in  0  major     Key  C  ma 


into  different  Keys 

G  ma 


A  mi 


q  Q  q 


^ — ^ 


^oes  into 


1  '''iU.li|iji!j'i|,ilij''jJ4i''-'i'''^J^''i 


'1  Ji'l  r^i' 

=4i 

1  ^b^bcl  1 

 . 

cad^in  G/ 

s 

\^ote  to 

leadii 
NJlo^e 

■6 — L 

P.  ^  «  ^  what  ami  to  obfewe  in  this  General  Example  of  modulating  into  different  KevS  . 

M.  Your  principal  Object  is  to  be  the  leading  Note  or  Iharp  feventh  of  every  Key,  giving  it  the 

chord  of  the       and  as  this  leading  Note  fhews  you  what  key  follows,  you  mult  proceed  in 
this  V  w  key  according  to  the  Table  of  the  Accompaniments  of  its  Octave  afscending  and  * 
defcetwjngjtill  you  come  to  a  Cadence,  or  fome  other  leading  Note  that  denotes  a  differentkey. 

P.  —  -  «  Suppofelwas  to  attempt  to  ^\siy ^xtem^orel  which  are  the  neareftkeys  I  might  modulate 
into, and  which  ought  to  have  Major,  and  which  minor  Thirds? 

M. —  -  If  you  begin  in  a  Major  key*  for  Example, that  of  C;  the  neareft  kejs  you  can  go  into  are 
G  or  F,  which  muft  have  major  Thirds;  If  you  go  into  the  keys  of  A,D.,or  E  they  mult  have 
minor  Thirds  . 

P.  -  ^  Then  in  what  ever  key  I  begin, if  I  go  into  the  fourth  or  fifth  of  it, they  mult  have  major 

Thirds;  and  if  I  go  into  the  Sixth, Second,or  Third,  they  muft  have  minor  Thirds. 
M.  Juftfo;  and  remember  it  is  better  to  go  into  the  lixth  of  the  key  with  a  Minor  Third  than  into 

the  fourth  of  the  key  with  a  major  third  • 
P.  _  -  «iBut  fuppofe  I  begiri  in  a  Minor  key,  how  muft  I  then  procee  d^ 
M.  f  lom  A  If  yoti  modulate  into  C^GjOr  F,  they  muft  have  major  iSirds;  and  if  you  modnlate  into  E,  <»r  D,,the3' 

m'  ft  have  rninoi  thirds;  and  if  is  nearer  from  th^  Minor  key  to  go  into  the  Third  Major  than  into  tlie 

Fifth  Minor . 
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K  .  -  >  1  a  i.<it  I  niodulate  into  the  feveiitli  fi  om  a  Major  kej? 

M.  _  -  _  ^o:  But  j-Dn  may  into  the  feventh  from  a  Minor  key,  whicii  is  one  reafon  diat  modniation- 
is  capable  of  more  variety  in  the  Minor  than  in  the  Maior  Mode.  . 

V,  ^      »  Pleafe  to  give  me  an  E-xample  to  ^iractife  without  f  igures  in  the  Minor  kejs  . 

M.  I  wiii;  lt)ut  remember  the  fifth  of  any  key  whether  major  or  minor,  muil:  always  have  a 

in. all  cadences*  when  it  immediately  preceeds  the  Clofe  or  key  Note. 

JEx^mple 

o£  Modulation 
in  Minor  keys 


M.  _  «  «  In  both  of  the  above  Examples  ufe  the  4  Cadence  at  the  clofes  in  each  key.  The  modulatioi 
has  purpofely  been  made  as  fimple  as  I  could»to  avoid  perplexing  yo«. 

:J^rtic/e  3       Onthe  Accented  and  Unaccented  Notes:  and 
Rules  for  what  number  of  Chords  are  to  be  played  in  each  JBar. 

p.  How  am  I  to  know  which  Notes  in  a  Bar  are  accented  and  which  aie  nn^accentedt 

M.  In  Common  Time  of  only  two  Notes  in  a  Bar,  the  P.*  is  accented, and  the  2,  is  unaccented. 

If  there  be  four  Notes  in  a  Bar,the  r.*8f  5^  are  accented,  and  the.2^  6(  4*}"  unaccented. 
,  luTripleTime  of  three  Notes  in  a  Bar  the  1*^.*  only  is  accented,  and  the  2^8(3.  unaccented. 

«  Is  there  any  particular  part   of  the  Bar  on  which  Difcoids  are  ufed? 

M. «  «  •  All  Difcords  are  prepared  tipon  the  unaccented  part  of  a  Bar;  ftiuck  upon  the  following 
accented,  and  refclved  by  defcending  cue  degree  upon  the  next  unaccented  part^  of  the  Bar. 

Example  in 

Common  Time 
Alia  brev^ 


Example  in 

Triple  Time 


9  -y 


J6V 

P.  «  I  imderltand  the  foregoing;  Now  tell  me  how  mauy  Chords  I  am  to  plaj  in  a  Bar. 

M..        -  The  general  i!ile  is, to  play  as  many  chords  in  a  Bar  as  there  are  different  parts  of  meafiire; 
thus  if  there:  be  four  crotchets  in  a  Bar,  we  accompany  only  every  crotchet  however  they  may 
be  divided  into  quicker  Notes,  nnlefs  the  marking  of  I'ome  figures  direct  us  to  the  contrary. 

"^f  4o  1    In  the  Sicilian  a 


Example  of  Slow 

Commc^iTime  wliere  ^ 
eacli  quaver  is  accompaniedT 


Adagio^  muftbe  accompamed 


Q 
c 


Quicker  Common  Tim e^,,,  ■  1  f  1  rrf'1 
wiiere  only  each  .  ^  Q  1  J  Ji~~' 
/rotchet  is  accompaniecl        Allegro  *^ 


mu£tbe  accompanied 


iTirrn^iij-jtirjij 


Commo  n  Xim  e 
"wrhere  only  two 


in  a 


Bar 


Aila 

brelre 

-4t- 

jj  tjJii 

-d-r-e 
• 

6 

h-^-T — - 

^  1  i- 

6 

6 

^  '1  1,1, 

1    ^  ^ 

Exainple  in  flow  #        .  f  i  f 

Trip  le  Time,w}iereOl#|7  q  J  I  O  ■  I   I  B 
every  IfcTote  is  to  be       **  »L   .  .    II  '  ^  *  '  ^ 
accompanied 


Adagio 


4 

2  6 
Q 


Quicker  fort  of, 
Triple  time 


two  Clibrds  ufed 
in  a  Bar. 


6 

►-1  

Pj>L  i  II 

6 

i 

r  ■ 

6 

=#= 

a  r 

iT' 

 Bp  *     t  1^ 

5 

.. — 

M.—  Sometimes  yon  may  find  a  figure  placed  upon  an  unaccented  Note,  in  which  cafe  the  Chord  that 

the  figure  denotes  muft  be  ftruck  upon  the  accented  Note  that  comes  immediately  before  it. 


Example 


#3E 


iyt.-il  -  -In  very  quick  Paf sages,  when  the  Thorough  Bafs  Performer  has  a  Violoncello  to  accompany 
^        liim,he  may  only  play  every  other  Note,  or  one  Note  in  four  with  the  left  hand. 

^  BS39         BSSQ  ^ 

 .iTO-   ^.OTlfeq  Pffl 

Example       ^ '-^  '  '  '  '  '      I  ^^US  r^r^nirV      UJJ  ^dd± 


Or  he  may  vary  Pafsages  in  the  following  manner 


inllcad  of  this    play  thus 


inttead  ot  tnis 


'■  P^ay  thus 

Where  a  lliort  relVpreceeds  a  Mote  the  Chord  that  the  figure  denotes  Ihould  be  ftrack  upon  tie  relt 


.  Where  Tal'to  Sola  is  written,  the  fimple  Bafs  Notes  are  only  to  be  played,  however  if  the  holding 
Note  be  very  long,  it  may  be  repeated  upon  an  accented  part  of  the  meafure. 


1  V-^  II  Or|  O  1  o  1 

infte 

O 

;ad  ol 

-Or- 

■  once 

thus 

^  II 

or  t 

— 
hns 

\ 

M.«_  „In  regard  to  other  elegancies  of  Accompaniment  fitch  as  thinning  the  Chords*  and  donblin-  fhe 
Coufonances,the  following  Songs  will  afford  yon  fufficient  Inftruction;  I  lhall  therefore  now  give 
you  all  the  Chords  that  may  accompany  each  Note  in  the  Major  *f  Minor  Mode,*  with  their  refolutions. 

Artiek  4 

Major  key  of  C  ^  ^ 


P.  As  I  Ihould  like  to  ftudy  Compofition  I  wifh  you  would  give  me  more  Examples  of  Modulation. 

M.  -  -  .  I  will, of  difficult  Modulation  by  Semitones,  but  remember  you  are  not  to  make  too  tiequent 
life  of  it.  It  fhews  you  what  may  be  done;  though  it  fhould  be  fparingly  ufed. 


Method  of 
afscendin^ 
by  Chromatics  or 
Semitones 


^  J  J  i  J  jh  b  p  ^  1 1)  J  J II P  ^  I P  ^tj  r  1 1|'  piTff  I  r  r  I'  r  r  I  r  r  "- 


1 


r  ri*r  rii  r  r  i  r  r « r"ri"r  m  r  f  i  r  r  iiT  rrmiuiD-Lit 


Method  of  defcending  the  Octave  Chromatically- 


•  •  •  lb  1  _  •  —      -  r 

f '  f  1   ^  i 

^  II    1     1  L            i  — T  » 

11 

~  »■  T]      ^^rr^      a    w     "_j  || 

»y.  .      ^    <^     ,    ^How  to  Modulate  from  the  key  of  C  imrnedijLcly  to  any  other  of 
./  I  i (  Id    K.)         ^he  twelve  keys,  and  return  a^ain  immediately  to  the  lame  key  of  C. 

i»  »  •  •  _   Pi^  I?"        A.     •  •  •  «        mm  0  0 


Coiitiiiued 
Bills 


I'u  t  J  da  r,  e  1 1  tall^g 
Bafs 


''mt}f}\ 

'-i-i-M-fiti-e-fi 

Cl|-'  6 

c:i=i:s 

■iJjjJiirr 

rriJJJJiir 

Ah 

m 

II  » 

1— r- 

ch  t 

9   1  8 

— 

 f 

  { 

he   h      M       7  A\  C\ 


i 


m 


IJJJJIJJJJII 


± 


g  i  i  g 


li 


i 


XT 


8 


1 


1 


i 


3a: 


30: 


XT 


S^JJJlJJiilUili 


1^ 


I  r  I  T 


X3: 


3C3: 


BE 


c4_ 


I 


5 
4 


J    t  '    /     ^    J^I<Ixanipl<i  of  Modulation  in  four  Part:. ,  h  .rv  to  at'.ccnfi  1)^ 
I      C    0  ^Semitones  from  the  key  of  C  into  twelve  different  key:,  . 


Continued 


Fiindarneutal  li: 
Bals 


iJJJJiiijJJJl 

p-nJJj  J  L 
>••(-;  o  1 

»d  W  <l 

7 

 *  1 

 J 

r-c* — „-4  f 

rrrr"-Frrri 

El? 

El) 


G 


At 


Si 


^'^rrrrirrrr'irrrrirrrrrfrrril'rrriffrrrirrrrii 


i 


e4_ 


i 


1 


i 


33: 


P 


c 

-O. 


i 


i 


^^*f  rfrirrrriittrri''rrryfjij^rrii^frrri  ^  h 


i 


\>7 


7 


C 


i 


Example  of  Modulation  in  four  Parts,  How  to  h^icbnd  from  the 
ieyof  C  hy  Semitones  into  twelve  different  keys. 


J         0    "  '      ^    "  ...   Jib   "  '  A 


Co';>  iitif  ed 


I'l'li'lli'i'l'i'll'lM' 


F'cindametital 
Bats 


nu  'jmjtmi  r  r  r  riimri^r  r  r  run  r  r  i  r  r  r  ri 


i 


Bb     _  ^ 


A 


i 


r  r  r  r  itriTif  f  r  f  r  i  r  r  r  rif  f  r  r  r  r  f  rifr  r  r  r  i  Y  r  r  r  ii*r  r  r  r  i  fTTni 


1 1  nu.«^i«ii«v  V 


■JUL, 


1> 


;^  8 


II  ° 


G 

33= 


m 


9 


i 


1 


32: 


rrriiiiiii'rrrrirrrri'rn'i'i'Trrri'ri'i'i'i 


1    k-.    II  ^% 

'rrrr»Trrr' 

V  ^—  ' 

II  o 

1  "   #o  J 

7?^^     II  |,o  

.13.   All  1} «  1".  I  xamjiles  of  Modulatioii  tr.ay  be  Tianfpofedi  hy  begiiming 
wiiii  niiv  Mdjoi  key  iiii'fead  of  >hat  of  C. 


targ 
Affittuoso 


[J'/J  "J  iP  i 



 F  

1  

_  1  1 

'1    'T  1 

3   i  e 


W 


—f-i — ^< 

»-f  l-ii; 

-r 

V  G 

ems     can  bu 

M 

which  1 

[JirTrr' 

st=— 

nor  Gol 

•  T"  1 

d        nor        Gems  can 

bu 

=^"-1 — H 

5 

-m  

 «  1 

 I*~r 

i 

dolt 

n  .  ^ 

1     1  J 

C  1 

Poor  i 

ire 

9  p 

-J — s 

they 
 ^— 

whom 

-  d   -f  - — izr-in: 

-^tallo  Solo  ^  ^ 

J  — 

— 1*  

4.  .Q 

A* 

 1 

P-  

Syni 



 «  

 — 1 — 

dolt 

m 

-c 

ir'^riL^Tijii 

4     .9          •  • 

Princes  on  their  Coiich  reclining*' 
Oit  imploi  e  thj  foothing  Aid  J 

Thou, their  fbndeft  wifh  deriding  ^ 
Sniooths  the  Bert  hy  Sorrow  made, 
3 

Come  then  Ibftelt ,  fweeteft  Charmer, 
Hnfh  each  anxious  Car  e  ta  reft  J 

I  rl  no  npifj,  lude  Intruder , 

Vi'ue  dil'jttirb  this  throbbif5>  BiraO. 


o2 


Song  IX:     Gj^f  '  (^i///^' 


Andante 


f-*j-jjij.4ijjj;^ijjaJ7jjij'4ij'l?^^ 


t-  ...  ^ .   -  ~ 

1^  r '  f 


i 


Think,  Olil  think  wTm  «  in      my  breaft, 


while     con»tending       Paf  Hons 


zzi 


^  mez  for 


■  1^     ih  ■■! 

reign,  h< 

■ 

heart  i 
 a  i 

Ls  robl 

a'd     of  1 

-ell ,  ai 

id  in 

|)it^  eaf 

e  my 

m 

pam,  hoA 

p-jr 

'7 

 ^ 

 «  • 

=1 

 1 

9  

— 1  

 •  

if .  A 

— p — 

4  •  ( 

4 

S  7 

.J....!s*J...,  ^ 

L-g  

heart  is 

robb'd  of 
-i— ^  ^ 

-4 — ^^-^ 

reft,     and  in 

pi«tj  eafe  my 

1111,  now 

— I5i — 1 

iTiy 

heart    is  robb'^d 

of 

f  f  r  r  ^ 

-1   >  »— f — 

J  V   \  . 

relt,  ana  i 

u       pi^         eale     my  p 

p  1  n 

-I- — ^  Tf 

H — — — ,  '  gsa — ^  bi  ' 

aiu,      and  in    pi  «  ty     eale    my  ^ 

■T — ^ 

>ain. 
-•—  1 

 1_ 

I'm 

• 

p  

^  ff-s-fl--? — i — • — ■— ^ 

J 

go, 

P                        6      f        i  S 

— •  

J-  ^ 


i 


-tieft,       torn  with  doubts,  an  a.   hopes, and      fear's,        evVy       moment        till  he*s 


blelt,    is     a      thoufand,    thoufand  Years 


^^^^^ 


i 


r 


e  G 


"■^        4  # 


6'4 


Song  H  M!'IIa/M 


In  Judas  jMaccabaeus 


Si 


L.argo 


O!  Liberty, 


Violo 

ncello  Solo 

Nil 

■Z  — 

-(^1  r 

I*'  - 

— r  r  •?  - 

y  4 

ii 

thou  choiceft  Tre af lire,  feat  of  Virtue    fource  of    Pleafure   Life  without  Thee,  knows  no 


Blefsiug       no  en  — dearmeiit  worth  cawefs  —  ing    no    endear— ment  worth     ca— -refs  « 


-7— 1 


s 


— * 


6"  e 


i 


.ing     no    en— dearment  worth  cavefs« —  ing 


1* 


«  i 


<l      il  <l 


feat  o{ 


virtue,  foiivce  of  Pleafiire  Ohl   Ohl  Liberty      thou  choiceft       Trea^fure,  feat  of 

3 


virtue,     fource  of  Pleafure,     Life  without  thee   knows  no         blefsing,  no  en-. 


• — • 


J  i  * 


out » 


— ^ 


^  de 

jjirment  wortli  carefsing, no  endearmentino  endearin 

-  -j — ^ — 1  in  =^-H — 

ent  wol 

ith  carefsinj 

;  no 

endeaiment  i 

loeiu 

^ — 4  ■  «l — -ii —  «  J  1  J-J — ■  !Lj 

4^  " 

|l3: 

— e — p 


4  6 

5 


I 


11^^ 

dea 

rment  worth  ca^  refs  _ 
i  _1_1_J=1_J  

— 

^  3 

in? 


Andante 
JLargo 


Will?Eclw4  Miller  JiinT 
^^^^^^ 


._      ...   " 

When 

prelent      in  oiir 

J    1    J  i — 

Charmers  fight,  what  J 

oy  we  feel 



what 

mr-P-H  

— i— 

[ 

III    i  1 

If  J  J   J  1 

i 

^'  r  r  r 

X  6  

7   6  4 

6 

fond    de -light, when  prefent  in      onr      Charmers,  light,  what     joy       we       feel,  what 


« — i — < 


« — « 


6  e  b 

4  3 


e   4  e 


fond  deli 


But    abfent    from  the 


5 
3 


i  l»  l»  l» 


^  5 
4  3 


t 


0/ 


Man    we     love,  what  dangers  friglit,\vliat  ffears  we  prove?  what  dan -.geis  fright, what 


i 


1 


I  tf      1    6   5      I  1^ 


1 


iears   we  prove,     but    ab  fent    from  the    Man  we  lovS,  what  dan— gers     fright, what 


Xike  the  poor  Wretch  by  Terapefts  thrown 
On  defart  Coafts,wild  and  ui'.kuoAvn 
B)^  barb*rous  favage  haiids  confined, 
Diftrefs  and  grief  diftract  hi^  mind 


But  if  bj  gentle  pity's  hand 
He  once  more  treads  his  native  land; 
With  tender  Joy  his  foul  runs  o'er, 
And  froHi  his  home  he  parts  no  lAore. 


from  Rofy  Bowers 


The  Symphonies  added 


Andante- 


-,i,,(rih|>r^r|frr|n  1^ 

i. 


6^. 


^  O     fay  ye  Poaa  V>>, 


Ihall  I,       ihall  I,       lhall  1      thalvv    my.lelf       ov   .iroAn'J    auiongft     the  foaiiMiig  Billows 


0^r  fjrr  i\^^m 

V*'       _cieai)ig    all     with    Tears      I  fiier 


"CI 


17]  .MM  J- 


171  f  .  l/'zHt: 


  ,  y  r   ^  * 

'«>       -cieaixi  g    all     with    Tears      I    llied      on     beds     oF  Ooze,  and    chryf^  tal     Pillows,  lay 


7 


I   5^ 

dowu^  down,  down/ lay  down,  down,  down,  my     love  -  fick  head; 


6 


fay, 


fay  ye 


^1 


Powrs,      fay»  fay       ye    PovvVs  my  peace      to  cro\\rn     lliall  I,    li.aLL  X»    IhaLl  I 


Bess     OT  I^EDIiAM        by  MT  Henry  PnrceU 


9y  hVnnt  filf-iif  <1-iarl<^n  .  anfj  ihf 


i 


From  fileiit /.liades,  and  (lie   E  _  lizium  groves,  wheie  lad  departed  Spirits   mourn,..  _  -  tlieiij 

r>l  I  i|    -1     ■    I  Si 


S 


i 


'5 
2 


6 


7 


7 


_j2— 1  r-.. — i,-^—,  = — »— 1 

 1 

r    .\  ^  F  tl- 

loves  i'ro 

f — U — V — b: — ' — ^ 

m  chr^^  ftal  ItrCam!)  and  from  t 

bat    codutr^jr     where  Jo 

J         .      1  fj  El 

- 

v£  cr 
• — g — 

owns  the  fields  with  fl«  wf a 
-j»  r—  1-^  

n  m 
T^^  ^ 

f   ^ 

1         1  - 

=  ~J-^ 

 r-r-' — 

—  

m 


all  the  ^ear,|>oox  ^enfelefs  Bess  cloathM  in  her  laggs  aiid  foU^    is    come     to     ccire  hti 


A  ft'  * 


7 


J- 


!B ri gilt  djnthia  kept  her  revels   late  Hvhi'e  Mab  the  Fa  v 

J  I  1 


^^^^^^^^^^ 


()rieen  did  dance     aud    O  b<i_ioi.    did  fit     in    ftate  vyhPeMan-i  at    Vtsicb    »a:   his  J  ai  i  i 


-»! — — r-y— 
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Slow  an<3  Tenderly  ^ 


lu     yonder  Cowflip  lies   mj    dear>  entombM  in    liquid    gems      of   Dew,  each  day  111 


I ,  I  J I J  ■  r  J I  I 


d    Elf  U  IJ  n  j  lj  J^?l  rl  ^ 


J  JiJ  r 


i 


i  3  r  "i .  ' 


Tie  € 


6 
S 


4  5 


e  76  S 


1 


mournfully  Slow 


) 


water     it       witli      a      tear,     its     fading     bloisoms       to       re «.  new:  ior  lincemy  love  i s 


i 


5 


6 
5 


6  5 
4  3 


lb 


a  8  7 

Temperately  I 


6 
4 


6 
3 
7 


i 


g"  1/'  p  ii^ 


dead,  and  all  my  ^oys  are       gone,   poor  Bess  for  his     fake      a      gai-land    will    make,  my 

J 


5 


* 


4  ^ 


a  little  quicker 


uicKer 

fa 


Mafic    fhall  be 


groan . 


iT 


ii^ay     me      down   and      ,   dye,       with  — 


-0 


i 


i 


i 


V 


^6" 
4 


7  6 


m 

''-7—1 
11  for 

i  , 

tie  ] 

lollow     Tree,            the  Ra 

ven.  Cat,  the 

Owl     and  Bat,fhi 

^  — —  >      [*      p  - 

ill    war  -  _  _  . 

i  1 

— . 

J- J  .M 

^         &  '6 

'i  6 

/ 
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very  t[ 


uick 


ovth        my     E  «le  ^  gy  Did    you  not    lee    raj  iove    as    he  palt 


_  «  ble 


1  Ml' 

2  4 


i 


by  . you       his     two     flaming  eyes      if     he  comes  nigh  yoft  they  will    fcorch     up  yoirr 


35 


2 


6 
5 


3=q 


7N  temperately 


I  r 


heartsj         iadies      beware,  you     left     he    Ihould    dart        a     glance   that    may  in- 


i 


^ — r 


^'■•1  rj        I  ,3 


i 


'6  ^ 


^  quicker 

J      *^  1    =  0  (•  1-  — _     _    _    ■    #  .  ^^  1 

m^'  -   *       ^  J 

^fnareje;  hark 

 P  

!  h 

'     ■     ^         U  I"!  ■      '     ^       k  fe^ 

arkl              I  hear  old  Charon  bawl          hi.s  boat  he  will  no  longer 

 ^1      ^  0  ^  '      ^       Q  ^  L 

fc  «   .       r.        ,   ■    ,  N    «    ^  .q  , — = — . — 

if  r  ^J-'^^ 

ftay     the  furies  lal 

1  their  w 

i    J  1    '         I'-i  1   ■    '      I,  1.14  1  ^=4^ 

lifjs  and  call>  come,come  a—way;          come, come  a— « way;  poor 

^44  ^— 

 «  

- — d — L_ 

 1  =  

'                                 ■                                                                                                                                                                                        r  . 
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Teraperatelj 

Bess  will  return  to  the  place  whence  Ihe  came,lince  the  world  is  fo  mad  Ihe  can  hope  for  no 


L  I  ill    JIL.  J 


izs: 


1^ 


6  e 


1  6 


6 
4 


ri  fT.r 


cui-e;  for  love*s  grown  a  Biibble>  a  fhadow,  a  name,  which  fools  do  ad-mire     and  wife  Men  eji^ 


J  iif  r  fii  I 


mm 


•\  n  q  r  I  'I 


ii 


i 


7^      ?    4V5     e  6 

Quiclcer 


-er  g- 


5  f 


1 


dure.  Cold  and  hiingrjr  am  I  grown*   Am  -  brofia  will       I     feed  upon 


drink  Nectar 


1  J— TT- 

• 

§  r J  cj  '1 

^    ftiU  and  fin? 


Temperately 


'  /  rii  I  i|j  fir 


3 


ftill  and    fing      Who  i&  content  does  all  forrow  prevent*  and  Bess  in  her  ftraw,  whiUt 


III  J  III 


€  6 


i 


i 


free  fiom  the  Law,in  her  thoughts  is  as  great,       great  as  a  King 


/ 


Air  Y 


7 


Allegrettc 


Moiiligriv 


Ail   Matin  dans  les  pres  de     i'lme,     la.rofe    a  rinftajit  de  f 'oiiVrii ,  att£-nd 

iHVf 


.9 


^  3 
4  ^ 


q^iie   la  vernieille   au_  -.roie,     fur     for>  cliar  a.,me«.iie     Ze.phir      Sous 'me  envelope  vfc^ 


5 


4 


 L_,i — — 1^  I  — '       '  i  z  — fctf — JE_  u-r — fl^  

-  belle, e]ie  ei't    fans     el.  clat  faxis    o^deur,      tel     el^   ie      ne'a.nt    d*une      beJle>  iivaut  q^u'a- 


.9 


-G  T 

5 


5 


i  i- 


i 


^        moTir   touciie     foJi  coet£v.  avant    qu*aimj!rx  h>uc1if  (Zw  coei  r. 


~4~-f 

-r-^i-^-  4-1  II   

5 

5 

^     . 

Zephir  vient,  louvit  et  voltige, 
Aa  to-  r  de  ctHc  ajmaV)le  tleur 
.Ellefanime      lur  fa  tige 
Kile  a  lepiis  plu.s  de  vigein:» 
De  Zephir  1  ijialeine  ciaiiitive 
Difpofe  foi)  coeui  a'' fouvrix-, 
Kt  deja  la  Itudve  captive, 
Seut-quVlie  va  fep.anoriis. 


Mais  )ielai  d*un  pas  tirop  rapide 
Le  Soleil  aclifcve  foJi  tour 
Et  v*a  dans- I'element  liq^^jide, 
Eleiiidie  le  fiambean  d«  jjour 
SujL  la  tige  la  fleiir  penchee 
Lir)jn  de  lui  pevd  tons  fes  aitraits, 
Et  bit^ntot  pale  et  des  fechee, 
sVoIipfe  a  I'os  ^enx  po;ji  Jiasnais. 


Un  doux  fonvenir  la  confole, 

D'avoir  vecii  fi  pen  dniftaiis 

■I)'[iu«  exllftence  qui  f *cn  vole 

Eile  a  feu  cliai^ner  les  iroratu.^ 
« 

Iniitez  la  belle  SfLvii;, 
l.ivier.,votre  cdenr  an  x  amours 
s'iis  ii*etevuifent  pa^-  la  vie> 
Il>  en  adoucifient  le  coucs. 


y6 


7S 


Air  TL 


Kameau 


^■/J'a  1  J  J  1  > 

1  _  _  j7 

J    g  r  f  - 

i  II 

11  taut  q^uand  on  aim< 

J  J  rf=^- 

?  line  fois 

aimer  tout 
#    0  # — 

e  fa 

VI  -  «  « 

-  Q  1 

e  > 

le-pend 

1^1  5  

i^'  8 

— 1 — P-- 

^. 

■■III  tl  ■  = 

dun  bon  Aoix       le  b 

onheur  de^teud 

J  r  M   1 1 

dun  bon  oil 

i  3  ' 

oix>  c 
e      r  - 

'c  Jai  cho 

ill 
=C 

SIL  VI  J~~L  - 

6- 

5  ^ 

9 

■ 

6"'  ^ 

4  ^ 

5 

The  fame  Al  R,  with  the  Chords  taken  in  an  Harpeggio  manner. 


Voice 


Accomp 


nt 


11  faut  quand 

on  aiine 

u  ne 

foi^ 

r-#  p  (i — 

H  =q 

aimer      toti « 

te  fa 

\h'%  J  ^  r  I 

•  J- 

6  6 
4  .V 

 P- 

r  r  r 

1  r  M  •  ^'-^ 


vi«  .  .  .  e; 


Xe  bonheur      de"—  pend    d'un     bon         ohoix,       le  bonheur 


*^  depend 

c".  uii  bon 

choix,  < 

r  r  r  1  r  LTxj^ 

?t   J*ai  choi^fi      Sil.  « 

iSSiigiil 

«  VI  «  « 

'  1  ^     '•  =11- 

1  >  ^Z^- 

•  J-  < 

^' 

1  i  n 

j0        ^         ^             ^"i  • 

 1  —  »l  I* 

Q        •   *  1 1* 

De  1  amour  que  J'ai  dans  le  Coeur> 
Le  tems  n*eft  point  le  maitre; 
Je  le  lens  avec  plus  d*ardeur 
Je  le  lens  avec  plus  dVvdeur 
Qrie  f  il  venoit  de  naitre. 


ieltime  a  commence  mes  feux 
X*amitie  la  fuivie 
X  Amour  a  couronne  mes  vceiix, 
X* Amour  a  couroiuie  mes  voeux, 
J'aime  et  c*eft  pour  la  vie. 


XJL     Le  fameiix  Air  Sairs    appelle^  Rans  des  Vaches. 

N.B.  It  is  raid,  this  Air  i  ^  lot  hid  b>^  played  (o  ^};e  Swifs  Troops  in  f  oreign  Service, liavinr- inch 
ajie'Fect  as  to  make  them  me lancliolly  wtTn  nel'ire  to  retiirit  Home,        'r  , 


■  -H- 


Qttaud  rever-rai  je  en  tin  .jovsv  toJis  lea  objets  de  nnon  armour     qtiaud  rever^  rai  je  en  un 


3^ 


jour  tons  ies  ob^ets  de  mon    a—moriv;       Nos  cJairs  ruifseaiix  nos  co  —  teatix     lios  ha-. 


-meaux;  nos  mon-.  tagnes 


et    rorne^ment  des  nos  campag^nes    la  fi   gen-tille  flla. 


i 


— 


m — # 


6 
4 


3 


—  3 


AUeg 


ro 


1 


l*ombre  d*un    ormeaTi,  qnancji  danle-rai  je  an  fon  du 


cha  -    lu  raeau  . 


i 


y*^      qsiand  reverrai  Je  en  un 

  ■       •    !  J  -  —a 

jour;  tons  les  obj 

ets  de 

mon      armour  mon  Pere    ma  Mere 

J,  e   e  3 


mon  Frere  ma    Soenr  mes  Agneaux  ines   Tronpeaux   ma    Ber«ge«  «  re  qnand  rever 


.  moiir* 


5  — 

/ 


"8 


Air  S  O^G  with  a  moving  JSafs 

111  which  it  is  propev  to  plajr  the  Voice  Part  fiuglj'  with  the  Bafs 


Gay 


9 

p-- 

— tt 

1  J  /i.  J   ^  /I  J  T  C  r  '[^  1 

JtJ     -  lage  j*ai] 

rfrf  ^ 

— U— 

mons  p 

— T — 

ar 
1. 

dels  lis  toil 

#^ 

t  I'ho 
ji 

mieui-  mais  mangre  ca    men  b'on  Seig  - 

.  neurj  mail 
- 

Lbithoimett-  er     'la_  - 


M  —  M  ^^^^ 


gre  qu'onioitiionnett  er     Ta.  -ge>   maugie  qiion  foit  ho:;iiete    et       f a  ^  ge         iPfeut  on  pas 


Minora 


isms 


f — f 


• — ^ — # 


beu    ja  ler    fon  coevu  ,      Uii  joui  jetois    an  bois  feti-lette,  Lucas    y   viiit  |)oui- monma'.- 


Its 


«heur;  eutv  autres  mots  pleiu  de  douceiTr  im'' dit  com'  ca,  tieiis  ma  Pou  let  '.  t( 


t/       poiu'    le    mien     doune  moi 


(ii  ton 


1=^ 


4 


poiu'    le    mien     doune    moi    ton  coeur,     don^ne        moi   ton  coei 


Votis  leii» 


que  Je     fi;^     reC^  is  taiice     d^amv  ^falloi  t  voir  monton     d*i  i  ^  g^ur        mais  regai'^ 


't/    _des        qii  e«  trait  d  noirceur,  ne  v"'la  ti  pas  quand  moins  J^j       pen-  •  fe»     ne  via  ti 


_des  qii 
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1 1  ,  J^inor 


« — — » 


t^'>     j)as  miaiid  moins  pen-fe      c^fripoii  d*]iicas  qui  me  preiidmon   coeiir»  j'eu  beau  cii- 


 P  P  IB  ■ — m  =  =-l  !  — pr-f-?-— 1 

5^  i  J-f-t 

t/     ^ex>  J jpardis  ma 

 « 

pei  ii€ 
-  |»  ^  p 

' — 1- 

le 

me' 

1  1    V  V  \  ^ 

cliant  11  eiitendoit  pli 

_}_e^         ■  — 

ts  rien             pour  lu 

' — -i  ..  ..           7  . 

—  Mil 

2  pas  perdre 
=— P  =  

'  'V'  cLlT  tlr. ' 

[JJLJ  Lib: 

tout  iTiOn    bien  J*m'a« vi-fis      et    /Itri    dit     par      queu  ne 


garde  men  coeur  je 


J  J  r 


j'aimons  par    defsus  tout     I'hon^neiir         mais     maugre      ca      moii  boa   Seig  — 


iiette  et 


i  r 


«neur,    maugie  qu*onfoit  ho niiette   et        I'a  —  « 


^  ge  ,       mattgi-e  qu'oii  foit       toiuiette  et 


5S 


rfrfiTfff  rfrti 


f a  «  ge      ii'feiit  on  pas   ben    aa « fer    Ton   coeur»  maugre  qTi'on  foit      honnette  et 


-  1  >  «  F  - 

' "  '  1 

fa-ige ,  n*f< 

?nt  on  pas 
 •  1 

ben    ja .  «  fer  fon 

-€ 

coe 

ur,  n'lent  on  pas 
 f — — ~f  1 — 

ben  ja«.  «ftr   fon  coeur. 

I  T^  l  L  I^  I  N  S  0      G  S 

Air  I  Duct 


Freqtiently  in  Duets  (  it' practicable,  at,  in  the  following)  the  Performer  fhonld  accuft;om 
himfelf  to  play  both  the  Treble  Parts  with  the  Right  Hand 


%J  Beiiche  ti     fia  benche  ti      I'ia     cm  _  del     uon     ti     fdegnav  Co_fi      for-le  pietola  uu 


Benche  ti     fia  benche  ti      fia     cm  _  del     non     ti     fdegnav  Co_fi      for-fe  pietola  uu 


Benche  ti    lia  benche  ti      fia     cru  -  del     uon    ti     fdegnav  co—li       for_fe  pietofa 


f  *  Ai  *  * 

—1-1  1  r 

 p  

■  i 

m      ^       rm  •II*  - 

1  -'  1 

\= 

J  ri  n  r 

-«  -p  

 F  

1  J'       1  M       i  U 

i*^         di     fa«ra    rjueft  al- 

1  j>ff  J 1  :ru^ 

i        f       •                '  •    '    '  ■ 

ma.              Non  fempre    du  —  r 

a.  non  fern. 

pre  diuail 
_!!!!!  V 

J — N,:;^ — ^ 

ciel    i  - 

--^ 

»  rato  a  1 

3ale 

— 

^          di  fa 

rj  r  - 

.ra   q  it  eft  al  - 

.  ma.  Nc 

i  1 

n\  ft 

r  ■  ■■ 

'mpie    du-.  l"^ 

^= 

•        «  «- 

Di  e  dura  il 

ciel  i- 

.  rato  a  \ 

>ale- 

^  7 

r  i  11'  f 

=^  1 

:  p  r  f 

_  nar    e  nual  che  volta    il      mar     ri  _  fnv  _  na  ] 


^  nar   e  qua!  che  volta   il      mar     ri  «  tbr  _  na  in    cal  _  _   _  _   _  _  _  _  _  ni:»  . 


_      _       _      _    _    _    _  IT:  a  . 


1 


.  nar    e  qual  che  volta  il     mar     l  i  _  tor  _  na  in  cal 

8  6'  A 

^ — '  f=i 


4rA 


2=M 


AirH 


2Vel  fa-tal         exrvtme  addio,  ah!   raio      ben        raffVana    il   pianto:       che  fe 


Nel  fa^tal  extre  r.e  addio,  ahl    mio  ben 


lb 


rafrVaua    il  pian»o: 


.9 


he  fe 

if 


I  3 
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^        piaugi  io 

\  -  ^  i 

— 1— 

perdo  il 

vaiito 

e     di    cof_     tauza      e  di 

zzj?  ^— ^ 

va^lor.di  cof-.tau— — 

J*^        piaiigi  io 

perdo  il 

vawto 

e      di    colL^^tm\x3L       e  di 

 .^..—..-^ —  ... 

va«lcr.  di  coffraii  —  - 

zzp  J    p  r  ±^ 

i 


za  e    di    cof«  tan«za        e      di «  •      va— lor  . 


t  p  T  f 


za  e   di     cof«ta5i  -.za        e      di  —  -     va  -  lov 


T 


Air 

Pergolesi 


AfPettuoso- 


_  The  words  by  IVlet 


Coil  «  fer  ^va  _  ti        Fe  —  —  de  —  —   -  le  peiifa*  ch'io    refto  e 


6'              "     -  6 

e  6- 

■0 


Vir  W- 


1 


» 

^      r  -.^  

mJ             A1  me 

u — 1 

* — \ 

;     noil     pol  - 
»  1  p  

 !  

.  lio  fe- 

1  1 

ir      1  ama^to 

L-f           ^  ^  ' 

bene  af. 

= — =d — 

m      m      m        m            w     w     w  m 

_  f'etti      del    cor   mio  ^     irTTT     iT     ^  ^,  ^ 


fe-gui^te— lo     per  me; 


Gia  ferapre  a  lui  vi-. 


r    LJ  I  'I      r     r  r  i 


1 

•— • 

^      «  cilio       ^£s^  racoUi  amor    vi^tiene            in  «  iTo^- ^to      com  -  mi 

.  n 

 *~ 

o 

r  r  r  r 


qiiefto    per  voi  non  e. 


qiiefto    per  voi  non  e 


i 


Liarglietto 


Air  Y 

Tor  _  men  « 


Jomelli 


to 


The  words  hj  Metaftafio 


^piti  ;  cru^  ^dele 


il         piu   cru  «  « 


'  I  III  j ;  iJ  J  JU 

./  1 1  i.ir^'if^i  iMin  mii'nni 

.dele  dosnicrudel  tor_mpn_f-n  e^il     harham      mo_  —  men.   _    -  -  .to 


"TTTill  I    l.JJ.  IJ4jI  I 


dognicrudel  tor. men.  to 


e^il    barbaro     mo.  .men.  ...  .to 

^:r^  


1 


erf 


e 

4 


Cii  iidi    vi.de    li       cor;  Chi  di  qnel  fiero  if-taute         chi  di  quel  fiero  if- 


J.  uh.^m 


.  taiitc       chi  pitoLfofFiir   le     pcT^no    Ah.  nol  provar    Se.le.ne>  i't    nol  pvovalti     an  _ 


'4  f 


3C 


K        '3  4 


7=^ 


i'5 


4  . 


8. 


•  «  r     pro  -  valti      an  —  cor .  'I 


Air  YL  Si^T  GhilliniDi  iVfuiii       The  words  by  Metaftafio 


«  cia  •  te     mi  qiialche  qualche   mo_meu  «  «  «  to  in 
r-r— 1  ^ 


pa  —     ce     ca-  —pa  -  ce     di  rif— 


e  7 


^  3 


1 


4  H 


r  n  iPin  fiTiii l"jririi'i,i  ^iji  j  " 


-.fol— ye-re    let    mia    la       mia      ra  —  gion 


r  J  J  n 


m 


la     mia  "^  agion  non 


i 


~^  S  ^  6 
4  3 


Sacchini 


Amoroso 


Ait  TO 

Per  pieta    bell       I^dol     mioj.    non  mi     dir    cli^iofono  in«grato> 


The  words  by  Metaflafio 


■t5- 


3^ 


r  ^  r 


--^ 

che  infe  «  1 

— y  •*  T  *y 

i  — ce 

 1 

LjL  u 

fventu. 

j  1  J" 

--ra-to    abbaf  «  tan  •  za  il  ciel  mi   fa          fe   fede^le   ate  Ion 

in  'Tf       mi  "Ci-x-xi  crrrCi  <*  firni  Ktpi  llr  _  m  i  • 


io        fe     mi  ftruggo a  tnoi  biei        In  .mi 


rn  rriiij 


Sallo    a   mor    lo    faiiuo     luimi  il 


0  / 
0'^ 


Th**  IbTcgoiii^  AIR  \^iith  a  moviii<w^  liafs 


4*^ 


dii       ch^io      foiio       ill  —  — giato» 


che     in  _  ft  -  ^  li  ^  _   «  ct        I'ven  t  i 


a  -       to         ab «  baf  ^^^aii-za     il        ciel         rni  fa; 


tt  -  - 


'U;  —  _  _!e         a  Ion       i      —  —  o  it 


mi     I'tiiiggo  a  tiioi     biei  lu  - 


f\  r  fin  ir  i  fiL^=rg 

cor  il        tiio  lo  fa  il       mi  «  o        cor  il         t  lo 
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Air  YJII 

Compofed  by  Sigf  PaeHello    The  Accompaniment  by  M^Mazzin^i 


Voce 


Cembalo 


3? 


1 


fc- ■ 


f 

• 

»  

JIT  J  Jj-i 

 #  

11  ^  lt.l';?^f# 

Bid        me  not 


my    birth       dif  —  -co  -  —  ver  while       I  tb.s  ^otu- 

N  9 


4 


Gli  affet  ^  ti   miei  fpiegarte  io  biarae^re  i 


ma    non    vtio  air  non 


charmi:      a— dorer 


while        I  thus     jonr     charms     a«  -»^_doie; 


pofsct  aiicor  pdrlar 


mu     lion  Vdo  dir  noupofso  aucor        par^  «  «1  =^  v 


56* 


P 


left     at     once       it     vob        iht    Lo  .vei 


i 


Vol-ta^tevi  in  la       nou  fate  miarvol'sir  oh 


«/         Dio  lion 
'-J^rf^  

mm 
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